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ABSTf. ACT 
A song of praise or of prayer addressed to a deity, 
which was generally called "Hymn", was constructed in accor- 
dance with certain traditional principles, as far as its 
structure and vocabulary are concerned. In the various reli- 
gious festivals and other events the Greeks sang such songs. 
The existing evidence offers valuable material to'the student 
of the Greek sacral songs. Such songs are found in a consi- 
4 derable number in Greek Tragedy. Although they have a spe- 
cific dramatic function, they follow the traditional forms 
to a greater or to a lesser extent. The comparison of these 
songs with similar songs among our sacral evidence, and also 
the comparison'of the Euripidean with the Aeschylean and 
Sophoclean hymnal songs, shows that both Euripides and So- 
phocles follow the tradition to a considerable extent (So- 
phocles is the one closest to it in certain examples), while 
Aeschylus is far from it. Whereas the treatment of the gods 
is generally traditional, there is a great difference in 
the selection of the divine beings addressed, which is some- 
times due to the dramatic context. The relation of these 
songs to the plot is rather independent in Sophocles, while 
in Aeschylus is purely dramatic; in Euripides it is either 
purely dramatic or at least relevant to the situation. 
As far as the various types of hymnal songs are 
concerned, there is a type which is found in Euripides 
only: hymns of a mythological narrative, Aeschylus prefers 
the type of the XXü3L and Cbety hymnal songs, while Euri- 
pides and Sophocle$ prefer the kletic type. In Sophocles 
ii 
we do not find songs to heroes or to the dead; Euripides 
is the only one where we find encomium of heroes. 
Furthermore, in the employment of the hymnal techni- 
ques in songs where, non divine beings are addressed (such 
4s mortals, creatures from the animal kingdom, elements of 
} the natural world), the three tragedians show a considerable 
agreement. Euripides, however, offers a greater variety of 
such examples. 
Generally, Euripides does not, imitate the other two 
tiagedians in his treatment of the sacral songs. 
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Throughout Greek Tragedy numberless appeals and apostro- 
phes to gods and to divine beings occur, whichare: either 
constructed in accordance with certain traditional princi- 
ples, to a large or to a small extent, or they are, bare ap- 
peals and apostrophes. The former are either hymns of vari- 
ous types, which may contain a prayer, or they are'prayers, 
or simply apostrb hes, which contain certain hymnodic ele-! --- 
ments. 
2 In Greek Tragedy, both the characters of, the plays 
and the Chorus express repeatedly their faith in gods : gods 




metimes, however, there is a criticism of the gods' role in 
human affairs. 
4 
The gods are invoked for help or are asked 
to join the mortals; they are 'apostrophized in great des- 
pair, in agony, in joy; they are praised. 
Similarly there we find in Greek Tragedy appeals and 
apostrophes to human beings, to elements of the natural 
world, to creatures from the animal kingdom, to objects 
and places, a great number of which are constructed in ac- 
cordance with the principles of the appeals and apostrophes 
to divine beings. 
The background of Greek Drama was religious. The festi- 
vals of Dionysus, in which the, dramatic contests took place, 
were! religious, as all Attic festivals. Tragedy is marked 
by realism, and the dramatist's aim was communication with 
_I_ 
his audience. As Baldry says, op. cit., p. 79 ( see above "n. -): 
No doubt a variety of influences were at work in the dra- 
matist's mind; local patriotism, religious or moral assum- 
ptions or attitudes, whether those of his time or his own; 
above all, the possibilities and limitations of presentation 
in the theatre". The poets who wrote, the plays were drama- 
tists above all and everything within a play has a specific 
dramatic function. The personality, however, of each play- 
writer marks each play. The dramatists were also lyric poets. 
A number of choral songs and other lyrics in Greek Tragedy 
can be classed to certain types of Lyric poetry, of which we 
have information from antiquity, but not sufficient evidence 
from the archaic or even the classical period. Thus, a stu- 
dy of those lyrics from Greek Tragedy can be a contribution 
to the study of Greek Lyric poetry in certain more general 
aspects. 
The aim of this research is : (a) to collect and clas- 
sify all lyric hymns and hymnal prayers6 to gods, divine be- 
ings, heroes and heroines, in the extant plays and the more 
extended fragments of Euripides; (b) to investigate in de- 
tail their vocabulary, structural and stylistic techniques;? 
(c) to examine the employment of hymnodic techniques in ap- 
peals and apostrophes to non-divine beings.; (d) to see the 
function in the play of all the passages under examination; 
(e) to compare the techniques of Euripides with those of 
Aeschylus and Sophocles. In the conclusions I shall discuss 
the relation between our passages and the cult-hymns and 
Lyric poetry in general. The main aim of this research is 
to show Euripides' methods of composition and treatment of 
the divine beings, $ to show his attitude towards tradition. 
- 3- 
COLLECTIONSANDEDITIONS 
The following are the principal collections and major writers 
referred to , showing the editions used. 
A. Gr. = Anthologia Graeca, ed. H. Beckby, Vols. 1-4, München, 
1957-8. 
C. A. 'Collectaneä Al: exandrina, ed. J. U. Powell, oxford, 1925. 
K= Comicorum Atticorum Fragmenta, ed. Th. Kock (1880-1888). 
Ep. hs. =, Epidauric Hymns, ed. ' P. Maas, Schrift. d. Königsber- 
ger Gelehrt. Ges. ( 1933 ) 125-162. 
Hom. hs. = Homeric Hymns, ed. T. W. Allen - W. R. Halliday - E. E. 
Sikes ( A. -H. -S. ) 2nd ed. Oxford, 1936. 
West = Iambi et Elegi, ed. M. L. West, Vols. 1-2, Oxford, 
1971-1972. 
O. hs. = Orphic Hymns, ed. G. Quandt, 2nd ed. Berlin, 1955. 
Orphica-, ed. E. Abel, Lipsiae - Pragae, 18'85 ( for 
Argonautica and the Orphic fr--. ). 
PM. = Papyri Graecae Magicae, ed. K. Preisendanz, 2nd ed. 
by A. Henrichs, Vols. 1-2, Stutgart, 1973-74. 
P. M. G. = Poetae Melici Graeci, ed. D. Page, Oxford, 1962. 
L. Gr. = Supplementum Lyricis Graecis, ed. D. Page, Oxford, 1974. 
Poetarum Lesbiorum Fragmenta, ed. D. Lobel - D. Page, 
Oxford, 1955. 
N2 = Tragicorum Graecorum Fragmenta, ed. A. Nauck, 1964 
{ 1889 ). 
A. = Avsbhylus, ed. D. Page ( 1972 ). 
Ael. Ar. = Aelius Aristides, ed. B. Kei7., Vol. 2 ( 1958 ). 
Alcaeus, ed. L. -P. 
Alcman, in P. M. G. 
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Alexander =Alexander Rhetor, ed. L. Spengel, Rhetores Graeci, 




=Anacreon, in P. M. G. 
Archilochus, ed. West 
=Aristophanes, ed. F. W. Hiall - W. M. Geldart ( Vol-1: 
1906=1949,2: 1907=1951 ). 
Bacchyl. =Bacchylides, ed. H. Maehler, post Br. Snell (1970). 
Carm. Conv. =Carmina Convivalia, in P. M. G. 
Carm. Pop. =Carmina Popularia, in P. M. G. 
Eur. =Euripides, ed. G. Murray ( Vo1.1: 1902=1966,2: 1913= 
1950,3: 1913=1949 ). 
Hes. =Hesiod, ed. Fr. Solmsen. The fragments: R. Merkelbach- 
M. L. West ( 1970 ). 
Ii. =Homer, Iliad, ed. D. Monro-Th. Allen, 3rd ed. 1969 
t. 1920 ). 
Od. =Homer, Odyssey, ed. Th. Allen ( 1908 ). 
Lampr. =Lamprocles, in P. M. G. 
Menander =Menander Rhetor, ed. Spengel, Vol. 3, pp. 329ff. 
Pi. =Pindar, ed. Br. Snell ( 1964 ). 
Proclus, ap. Phot. Bibl., ed. " Les Belles Lettres", Vol. 5 
( 1967 ). 
Sapph. =Sappho, ed. L. -P. 
Sim. =Simonides, in P. M. G. 
Solon, ed. West 
Soph. =Sophocles, ed. A. C. Pearson ( 1955 ). 
Stes. =Stesichorus, in P. M. G. 
.ý 
Tim. =Timotheus, -in P. M. G. 
The. =Theognis= Theognidea, ed. West. 
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INTRODUCTION 
The Greek hymn was associated with cult. 
l There 
were also private occasions in which mortals addressed gods 
in hymnal terms. The function of such songs is mainly 
communication with gods. 
2 The two principal elements of a 
the 
od and prayer. The praise of the god are praise of g3 
consists of a specific invocation, the exposition of his 
es epee and power (6ücrLs , 
ý" 
Oa c the narration of his 
I4 bith-myth, his glorious deeds, etc. There are also 
thanksgiving prayers which are close to hymns of praise 
s 
The Greek hymn is constructed in accordance with certain 
traditional principles. These principles have been 
collected and discussed by various scholars. 
6 
The hymn is divided into three parts: the 
invocation, the prayer and a middle part, which is either 
the motivation for praying or the main praise of the god 
(Au-sfeld calls it 'pars epica', Knoke 'pars media', and 
Schwenn Begründung (which I shall use as well for the 
hymnal prayers ). In the first part we have the god's 
k of 'identity card': his name, 'tnwvvH 
äL. 
, ýEvos , his birth- 
or cult- or abiding places, and various other of his 
attributes. The correct invocation (6- (r1. s 
oo 
. a. 'coS) was 
of specific importance. 
7 
Sometimes the god is not mentioned 
by name, * but he is identified by epithets or his rEos .8 
The god's attributes are expressed by his ERwv, +c2L. 
9 
and 
epithets (under the term 'epithet', apart from adjectives, 
substantives, Participles and clauses, 41n particular relative 
clauses are also included). 
10 The attributes are mainly 
-6- 
mentioned in association with the prayer; 
ll 
sometimes 
they are epithets of the common sacral stock, which are 
employed for any, god (such as nöTvLa. ,ä va. , kal. xc , 6eývw , 
etc. ); some of them are simply ornamental; for certain 
gods wo have. a: number of. stock -epithets. The god's 
12 &vos is phrased either with patronymics, or with other 
expressions of origin, or with participles and relative 
clauses. The places associated with the god are phrased 
with ethnical epithets (which are also 
EnLOvct. ä. L. of the 
goc )j participles, relative sentences, or with ý. i. 
TE. 
6000 
ýzý .... ºvý. ..... w .... and a mention of the place. 
l`' 
The invocation of the god can be followed by a kies-'s (see 
Chapter I); We can also find a prooemium with a verb, such 
as vj.,. vZ , 
c%, e 5uß and the like, 
14 
or a verb-of greeting 
Nc:,, tE. ). 
15 In the prooemium the god is either directly 
invoked, or the poet invokes the Pluses to sing in praise of 
the god. 
16 The second part, the Begründung, contains 
various items; it is mainly the reason for the invocation 
of the particular god: a mention of the god's "potentia" 
or "natura"17 (in relation to the following demand), or a 
mention of pas services rendered by the god to his devotee 
("Hypo: nnese"), 
18 
or any other link between the god and 
mortals; 19 it can also be the reason for the following 
demand; 20 a dedication or an offering to the-god can also 
be-described in this part. 
21 These items are not always 
a separate part, but they are mix; d with the elements of 
the invocation or the prayer, or the,,.,, are implied by 
certain words. 
22 In hymns whose main purpose is praise 
of the god, this part is a narrative, or a eulogy of his 
I* 
I- 
power and nature. 
23 The transition to the second part is 
achieved in various ways: 
24 by fäß , 
U, 
, vüv ")-m 
Et. 
"I ti/ 
rlot& . &L , wsnLý or by a syntactic connection with the 
preceding part by vocatives, participles or relative 
sentences, or there is no connection (asyndeton). A hymn 
commonly concludes with a prayer which can include a 
promise of thanksgiving gifts to the god or for a lasting 
praise by the petitioner. 
25 The prayer is a demand for a 
particular service or for help. 
26 
Another distinction is 
betzeen the prayers that look to the individual alone, 
27 
I and those that look to the good of the community. 28 A 
higher stage is reached when moral and spiritual qualities 
become the object of prayer. 
29 The demand is phrased with 
imperatives, optatives, 
K 30 
.+ subjunctives, infinitives. 






ý oV-<Lt. , aitoü*.. a.. , can also be employed. The transition 
01 to the prayer is commonly achieved by vv'/ , 
äý. ýýa, , 
ä, »' t' 
Kä, vvv r 
öý, ýýä, Jüv " 
31 At the end we can find a repetition 
of the beginning, a new invocation, so that the hymn assumes 
a circular shape. 
32 We can also find-an AMEN, such as 
" Wýý zcwz' E. tt 33 Certain kinds of hymn contain a 
refrain. 
34 
Throughout the hymn (mainly in the invocations) 
. This is a general we find exclamations, such as too 
35 
picture of the structure of a hymn. Variations and details 
will be discussed in the following chapters. In style the 
Greek hymn is marked by solemnity-and elevation. Some of. 
the preserved hymns also show : great beauty. Td"a great 
extent we find conventional techniques: traditional 
vocabulary, 36 participles, 
37 
relative clauses; the 







in the vocabulary is mainly 
achieved by the employment of new and rare words, epic 
words, heavy compounds. 
40 
Ornamentation mainly consists 
of picturesque adjectives, ornamental adjectives, 
41, 
metaphors, similes, personifications. Repetitions 
(anadiplosis) 42 in the invocations and the prayers is 
another characteristic of the Greek hymn. Another character- 
istic of the hymnal style is the use of propitiatory words 
and Eu-compounds. 
43C 
On the style of the three tragedians-it is 
useful to consult F. R. Earp, The Style of Aeschylus, 
Cambridge, 1948; W. B. Stanford, Aeschylus in his Style, 
Dublin, 1942; F. R. Earp, The Style of Sophocles, Cambridge, 
1944; W. Breitenbach, Untersuchungen zur Sprache der 
Euripideischen Lyrik, Stuttgart, 1934; S. A. Barlow, 
The Imagery of Euripides, London, 1971; D. r1. Clay, A formal 
analysis of the vocabularies of Aeschylus, Sophocies and 




Our evidence for hymnal songs consists. either of poems 
composed for a particular cult or a religious event, or of 
poems which are literary exercises. Moreover hymnal passages 
are also found within poems 
character. In all of them 
implies that they follow a' 
a large or to, sikaller extent. 
which have not always a religious 
we find common elements and this 
45 
certain tradition', either to a 
46 
This evidence is the following: 
1. The Homeric hymns : they were more literary and less 
devotional ( cf. A. -H. -S. lxxxvi ). When and how they were 
recited has been much disputed and without a certain result 
( A. -H. -S. xciii ). The usual view that they were preludes, 
to the recitation of bon . 
CcLt is refuted by Allen-Halliday- 
Sikes, who believe that this applies to some of the short 
hymns only ( cf. xciv ). The view that all of them were pro- 
oemia to the recital of epiO poems at &YCvEG and festivals, 
praising the god in whose honour the festival was held, is 
maintained by Edelstein, ' Asclepius, vol. ii, p. 210, N. J. Richa- 
rdson, * The Homeric hymn to Demeter, oxford, 1974, pp. 3f, 
Schmid-Stählin, ' GGL I. 1, pp. 232f, Keyssner, p. 9; cf. also 
Plut. de mus. 6.1133c : Tä ydp npöc sous Ocovc ws ßoiXoV L 
&pooLcMäuevoL, 6EepuLvov c*Süs enC ze riv 'ounpou xaC zwv 
cXXO)v noCfOLv. öfXov 66 zoüz'6ar ö iWv Tepnävbpou npooL- 
t cv. The rhapsodic prooemia have the same function as the 
kitharodic ones ( cf. ' Gr. L. P., pp. 23,130 ). The dato of the 
Homeric hymns varies : it starts from the last stage of the 
epic period and goes down to the late Hellenistic ( cf. A. - 
11. -S. cix ) 
47 
2. Lyric-poetry : In this category we find all types 
of lyric ( literary ) hymn and also some Carmina Popularia, 
-fv- 
which a2'e hymnal in character ( cf. ' PMG 849,854,858,860, 
871,872, '879,880 ), as well as some Carniina Conviyialia 
( cf. PMG 884, "885,886, '887 ). Choral songs in general we- 
re in origin and character largely religious ( cf. Gr. L. P., 
p. 11 ). Hymns in monody 
47 
were not commonly composed for a 
ceremony, but they were songs among friends , or personal 
prayers ( cf. ' S., *and A.,, passim and Gr. L. P. , p. 131 ). The 
Archaic period is marked by lack of evidence, as far as 
devotional cult-hymns are concernced, with the exception of 
some fragments. The epinikian odes are important to our 
research ; as Bowra says ( Gr. L. P, p. 282 ): " they were 
written in the first place for men, the circumstances of 
performance at a temple or feast or festival brought them 
closer to Hymns and called for myths as appropriate to their 
new functions". In Lyric poetry we often find hymnal passa- 
ges within longer poems ( cf. Keyssner, p. 4 ). 
3. Hymns inscribed at Delphi : cf. Fairbanks; O. Crusius, 
Die delphischen Hymnen, Göttingen, 1894; J. U. Powell-E. A. Barber, 
New Chapters ft the History of Greek Literature, Oxford, 1921, 
pp. 41-54; C. A. pp. 141,149,162,. 164,165 ; Gr. Chorus, pp. 194- 
97; BCH 17 ( 1893 ) 561 ff,. 569ff, 584ff; 18 ( 1894 ) 345ff, 
363ff; 48 ('1924 ) 97ff; 49 ( 1925 ) 104ff; 50 (1926 ) 264ff; ' 
51 ( 1927 ) 423ff. They. are worship hymns, composed for the 
festivals at Delphi and they are dated from the 4th cent. to 
the 2nd cent. B. C. 
4. Hymns inscribed at Epidaurus : cf. Maas, Ep. hs.; 
C. A. p. 132, Edelstein, ' Asclepius; Wilamovitz, Isyllos von 
Epidauros, Dublin/Zürich, 1967 ( Berlin, 1886 ); Gr. Chorus, 
pp. 195-97,151. They are cult-hymns to'various gods. Our 
list includes the paean to Apollo and Asclepius of Isyllos, 
_ii_ 
the hymn to the Mother of the. 'gods , to Pan, to Ilygieia. 
They are dated from the classical period down to the Helle- 
nistic period. 
5. Hymns inscribed at other places : Hymnus Curetum: 
Cf. ' O. A. p. 160; M. L. West, The Dictaean Hymn to the Kouros, 
JHS 85 (1965)'149-59 ; J. E. Harrison, Themis, 2nd ed., Camb- 
ridge, 1927, pp'. 1-29. ' Paean Erythraeus: cf. C. A. p. 136; 
Gr. Chorus, p. 151; Edelstein, "Asclepius, vol. ii, p. 200,203; 
Powell-Barber, op. cit., pp. 41-54 ( passim ). The former is 
dated to the end of the fourth or the beginning of the third 
cent. B. C., the latter to the fourth cent. B. C. 
6. The Orphic hymns : cf. A. Dieterich, De hymnis Orphi- 
ci's capitula guingue, Marpurgi, 1891= K1. Schr. (1911 ) 69- 
110; ' RE 18.2, s. v. ' Orphische Dichtung. They were composed or 
collected in the late antiquity for orphic congregations, 
and were not merely literary products ( cf. Dieterich, op. 
cit., p. 24, ' RE 18.2,1332 ). 
7. Hymns and prayers in Aristophanes, which are gene- 
rally agreed to repeat cult-songs ( cf. Horn and Kleinknecht). ' 
8. Homer and Hesiod : they are important for our re- 
search not only for the patterns of prayers and apostrophes 
to divine beings and epic heroes, but also for myth and for 
vocabulary : cf. Beckmann ; D. Mülder, Götteranrufungen in 
Ilias und Odyssee, Rh. M. 78 ( 1929 1 35-53 ; 79 ( 1930 )'7- 
34; P. Friedländer, Das Proömium der Theogonie, Hermes 49 
( 1.914 ) 1-16 ; Fr. Pfister, Die Ilekate-Episode in Ilesiods 
Theogonie, ' Philol. 84 
. 
(1929). 1-9. 
9. Magical Papyri : cf. Preisendanz ; F. G. Kenyon, Greek 
Papyri in. the British Museum, London, 1893, vol. 1, pp. 62-125; 
M. Nilsson, ' Die Religion 'in 'den griechischen 'ZaunezpaPYri, 
- UU- 
Bull. dd la soci6t6 royale des' lettr. de Lund 1947-8, Lund, 
1948; A. J. Festugi6re, L' ideal religieux des Grecs et 1' 
Evangile, Paris, 1932, pp. 281-328 (" La valour religicuse 
des papurus magiques"); cf. also Kern, vol. iii, pp. 212-230 
("Magie"). In these incantations and the hymns and prayers 
so 
we find common elements, especially in the invocations. The 
Magical Papyri, though are dated to the late antiquity, pre- 
serve old formulae and in this matter tradition is strong. 
They are important to the study of popular religion of that 
time. 
10. Greek prose also provides us with evidence related 
Si 
to our subject, e. g. Herodt. 6.61, Plato, Rep. 3.394a, S rhos.. 
197c-d, Phaedr. 237a, 257a-b, 279b-c, Phileb. 12c, Tim. 48d, 
Demosth. 18.1, Lycurg. Leocrat. 1-2, Xenoph. Instit. Cyr. 3.3.21, 
4.1.2,8.7.3, ' Anab. 3.2.12, ' Oecon. 6.1, C ne . 6.13, etc. ' 
Post-classical poetry is excluded from our research Sz 
( for instance Kallimachus' hymns, Kleanthes' hymn to Zeus), 
except for the inscribed hymns mentioned, which were asso- 
ciated with worship. Most of our evidence, however, is lite- 
53,, 
rary, and this implies certain individual features. This 
becomes obvious, if we analyse the evidence we possess. Tra- 
ditional are the features found in most examples. But not 
all of the poems contain the same features, ctct. the same 
features are"always phrased with the same manner ( even in 
the hymnal songs of the same poet ). We also find features 
which appear to be rare in our evidence, or even unique. 
This must not necessarily be taken as an innovation, since 
our evidence does include a high proportion of cult-songs. 
-i3- 
The hymns and prayers to divine beings in Greek Tragedy, 
, 
and in particular in Euripides, have not been systematical- 
ly investigated, so far, as far as their composition techni- 
ques and relation with tradition are concerned . In 1901 Er. 
Adami published his dissertation, which is a considerable 
and elaborate collection and discussion of the hymnodic ele- 
ments and techniques; on that basis he analyzes three hymns 
to Dionysus from Greek Drama ( Soph. Anti1115, Eur. Bacch. the 
parodos, Ar. Ran. 324 ). In 1903 C. A&sfeld published his dis- 
sertation, whibh is an illustration of the elements and te- 
chniques of the Greek prayer ( hymns are excluded ), with 
references to Tragedy as well. In 1924 we have R. Knoko's dis- 
sertation, which is the preliminary work on the subject; he 
does not examine all the hymns in Greek Tragedy, nor does 
he classify the material, and his analysis is not detailed. 
Of particular interest is his Prolegomena, in which he tra- 
ces the origin of the hymn to the incantation, through an 
examination of several passages from Aeschylus. In 1931 P. E. 
Pfiffner's dissertation appears, in which he investigates the 
function of the instinctive, short appeals and apostrophes, 
to gods, which he, classes into three groups ; Götter-"Anrufe", 
Schwur oder Beteuerung, and Beschwörung. Hymns and liturgi- . 
cal prayers are excluded. At a very late stage of my research 
I came across the unpublished dissertation of the late J. A. 
Haldane, ' . The Greek Hymn with 'special reference to the Athe- 
ni'an Drama of the fifth century, Ph. D. 1963, King's College 
London. In the first volume she deals with the Greek Hymn 
in detail, in four chapters :. 1. The Terminology of the Greek 
Religious Song. 2. The Performance of the Hymn. 3. The Vorm 
K 
and Content of the Hymn. 4. The Hymn in the worship of the 
-14- 
Individual Gods ( including a section. on the F menaeal ). 
There follöws an Appendix with a list of the principal hymns 
and passages in the hymn-style discussed in chapter 4. In the 
first volume, as she says, she assembles and organizes the 
work already done by several scholars and aeso develops it. 
In the second volume she examines the hymns in Greek Drama 
( including Aristophanes ) with reference to two criteria: 
the function of the Chorus and the dramatic purpose of the 
hymn. She classifies the material into a general scheme : 
kletic hymns, hymns of prayer and hymns of praise. To each 
dramatist she applies different" methods to organize the 
material under more specific groups : from Aeschylus she 
examines examples franeach of the tragedies in turn without 
any superimposed scheme ; from Sophocles she analyzes three 
"hyporchemata", two "processional" hymns, two hymns " of a 
more philosophical tone", two hymns from the Philoktetes, and 
three from the Oedipus Coloneus; 
ashes several differenn' types : 
in Euripides she distingu- 
hymns of prayer ( including 
kletic hymns ) or rejoicing, narrative hymns, hymns of a more 
philosophical tone ( nß, 011 VOL or (PWLxOI ), hymns of 
an ironical, satirical or otherwise unorthodox manner ; the 
hymns in the Bacchae and an ode from the Medea ( 824ff ) are 
treated separately. It is a very elocborate dissertation 
whose principal aim is different from the principal aim of the 
present research. Dr. Haldane does not examine the hymns from 
Drama in detail, as far as their structure, style and phra- 
sing of the elements and other material are concerned, nor 
does she classify the whole material according to a superi- 
mposed scheme, which clearly shows the methods of composi- 
tion and relation with tradition and Lyric poetry of the 
_15- 
dramati its. Thus she examines. certain passages which are not 
hymnal (. either in structure or in purpose ). She does not 
also proceed further, to examine passages addressed to non- 
divine beings. 'So far no systematic work has been done on 
the exploitation of hymnodic techniques in passages where 
non-divine beings are addressed. As far as the three trage- 
dians separately are concerned we have the following works: 
i) V. Langholf, ' Die Gebete bei Euripides ', 'und die 'z'ei'tl'iche 
Folge der Tragödien, (Hypomnemata 32 ), Göttingen, 19,71. It 
is an investigation of the form, the typology and dramatic 
function of anything addressed to a deity, personified ab- 
straction and cult-object; the results led him to dating 
the plays and to discussing Euripides' spiritual and reli- 
gious evolution. His dpproach to the subject is different 
from the approach of the present research. ii) R. Hölzle, 
Zum Aufbau der lyrischen Partien des Aischylos. Untersuchu- 
ngen über die Bedeutung religiösen Gedanken - und Formen- 
gutes für die Gliederung der Lieder, Diss. Freiburg, 1934. 
He mainly deals with the content of the passages under exa- 
mination, which he classes into the following groups : Segens- 
lieder, Totenklagen, Totenbeschwörungen, Hiketidengebete, 
Die Gebete der'Sieben und der Orestie.. iii). J. H. Ramsey, On 
the Forms 'and 'content 'of Äeschylean Prayer, Diss. (M. A. ) 
Fordham University, New York, 1942. I have not been able to 
51- 
find a copy of this dissertation. iv). J. S. Creagham, The Con- 
tent and Form of. the Prayers in 'Sophocles, Diss. (M. A. ) 
*"the passages which Haldane and Knoke include. in their 
dissertations will be mewioned in our analysis with re- 
marks on their research. 
f 
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Fordham"University, New York,,, 1939. He classifies the pray- 
ers according to the demand they contain and mainly deals 
with their content and the dramatic context. The chapter on 
the structure of-the prayers ( pp. 52-57 ) is not extensive. 
Papers on individual passages in the plays of the three tra- 
gedians will be mentioned in the analysis of the particular 
passage. The material under examination will, be classed in- 
to groups according to the ancient classification rules, as 
Ss 
given by Menander and Proclus; kletic hymns, euctics, hymns 
of praise. (uu9Lxot , cpuaLxoC hymns to abstractions 
( TtCT x 1L vot. ), 6Y La ( of mortals, places ); pro - 
pemptic ( to men ) and thanksgiving hymns are included in 
the above groups accordingly. This is, however, a general 
scheme of classification. A subdivision according to the 
manner of their performance, to their content, to the god 
praised , or to the insertion of a particular 
6(PCWI. ov 
is the following : rcpoad&Lov , TM6V , &L¬ 
tiißoc , 
Wva. t, oS. 
The term "hymn" is used in its generic sense. Tt is diffi- 
cult to classify hymnal songs. 
SG 
Menander ( p. 333 ) speaks 
of ut. xzoC üuvol, ,a combination of two or three or of 
all the types of hymn. Songs addressed to non divine beings 
will be'classed into the same groups, as the songs addressed 
to divine beings . 
57"In 
the following chapters I shall inve- 
stitjate the various types of Greek religious song found in 
I 
Tragedy and their relations with tradition. 
_1ý- 
CHAPTER I 
KLETIC HYMNS AND SUBTYPES 
Kletic hymns are invocatory hymns which summon 
the god to leave his present abiding-place . 
(cf. Smyth, xxxii). 
l Their principal feature is a request for epiphany of the god. 
The background of kletic hymns is the incantation (eqiw 
in which a god was invoked to come and impart his power to 
that which the mortal desires2. They belong to the class of 
"subjective" hymns3, and this class is older than the class 
of the "objective" hymns4; such appeals developed to a praise 
of the god later 
5 
We have three classes of kletic hymns: 
A) those which contain a demand for a particular service 
("come and do that"); B) those which contain a request for 
epiphany only ("come and be present, in order to attend 
something or to join us in a song or a dance"); C) devotional 
cult-hymns, which contain an appeal for manifestation at a 
festival or a cult-place and a prayer for blessings. In 
class C) we have appeals on behalf of the community. Classes 
A) and, B)'are either the same, or they are personal prayers. 
Kletic hymns may be accompanied by some "actio sacra"; 
they may possibly be uttered in front of the god's statue, 
an altar, or any other symbol6. Hymns of class C) were 
uttered at festivals or other religious ceremonies. We 
know about two festivals, the 6QoýäV%, a. 
7 
at Delphi, in which 
the epiphany or snttwk+. 
Lo_ 
of Apollo was celebrated, and the 
GeAC-4M. 8 at Delphi and other places, in which the gods were 
invited to cult-meals. The EcttIH. ýLo. (rjo eov64 i of the god 
9 at a particularcult-place is achieved through kletic hy, uis. 
-. 0- 
The gods also manifest themselves and help mortals in battle 
and all emergencies10, or, in the case of the Dioscuroi, 01, 
the seal. The gods may also be invoked to appears in person 
l 
and collect a thanksgiving offering (cf. Herodas, IV; see 
also-R. 'Iqunsch, Ein Dankopfer an Asklepios, Arch. für Rel. 
7 (1904) 95-116). The belief in'such epiphanies was widely 
spread. As Page says (cf. S. and A., p. 18): "The inter- 
vention of divinity in response to prayer was commonly held 
to be manifest through visible or audible tokens, such as 
the sound of thunder or phenomena subject to the art of 
augury". And at'p. 40: "The notion of epiphany, in the 
restricted sense of the appearance of divinity on earth in 
human form, visible to waking mortals, is already common in 
the earliest records of ancient Greece". See further Herodt. 
6.61.4,8.36-39, Paus. 6.26.1,8.10.8f, Diod. 4.3. In the 
literary evidence we possess, we find a response to appeals 
for epiphany or for help, through manifestation or tokens: 
cf. I1.1.43ff; 357ff, 5.121f£, Od. 2.267ff, 13.221ff, 
20.102ff, Pi. 01.1.71, Isth. 6.49, Bacchyl. Di th. 17(16). 67ff. 
Cf. also Sapph. 1 with S. and A., p. 18, Alcaeus 34, and 
Pi. Nem. 10.49 (with the Commentaries of Farnell and Bury, 
ad loc. ). There are four categories of divine epiphanies 
(cf. RE Suppl. 4,282 and S. and A., pp. 40f). Apart from 
these epiphanies we hear of the intervention of gods in 
human affairs in historical times (cf. RE Suppi. 4,293f) 
and for remedies through divine epiphanies, especially of 
Asclepius (ib. 295). 
According to Menander a kletic hv: an consists of 
the epiklesis, commonly followed by a prayer (see pp. 335f). 
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A number of places associated with the god invoked are 
simply mentioned, or they are possibly described, and thus 
the hymn becomes longer (pp. 334f; cf. also Smyth, xxxii: 
"so common was this feature that it degenerated into a 
mannerism, which is LvL0Lic*±cd, by Aristophanes in Nub. 270ff") . 
Typical kletic formulae are: ýºE , 
eý, `ýE , , 
i, VE ýä vi& . 
ýEü o e or cEÜTE 12, in association or not, with the verb KmJktZv (and 
the like)13. `Another kletic formula consists of the verb 
Ko. Z' plus a preposition, and this is an invitation to the 
god to participate in an event (cf. Ar. Thesm. 1136, 
followed, though, by a klesis, O. h. 46). 
Our-evidence offers the following examples of 
kletic hymns: - Class A): Sapph. 1 (cf. S. and A. pp. 15-18, 
GrL. P. pp. 198ff, A. Cameron, Sappho's prayer to 
Aphrodite, H. Th. R. 32 (1939) 1-17; Sapph. 17 (cf. S. and A., 
pp. 61f), Anacr. 357 (cf. Gr. L. P. pp. 283 f), Ar. Eq 58114, 
Lys. 1262, Ran. 386. Class B): Ar. Ach. 665, Eq. 551, 
Nub. 563; -595, Thesm. 312; 1136; 1148, Lyss _ 1296, Ran. 324; 
399; 674; 875. Class C): all Orphic hymns15, which are 
strictly kletic (1,6,7,11,12,14,16,18,25,27,31, 
33,40,41,42,43,44,45,46,47,51,52,53,55,58,61, 
62,67,71,72,75,76,79,80,81,82,85), Philodamus' 
hymn16 (C. A. 165; composed for the festival of the BE KVLa 
at Delphi), the hymn of the Curetes (C. A. 160), Limenius' hymn 
(C. A. 149); apparently Paean Del hicus 1 (C. A. 141) is also a 
kletic hymn, because of its. similarities to Limenius'. hymn; 
Paean Erythraeus (C. A. 136). Aristonoos 1 (C. A. 162) is not 
kletic in the strict sense of the term. It greets the god as 
he reached Delphi (apparently was-composed for the festival of 
the As Limenius' hymn (and possibly Paean Delphicus 1) 
_ýO- 
celebrates . the coining of Apollo with a 
demand for epiphany 
(see also above, n. 9 ), so, in Aristonoos, the formula 
eW01 noL. s has probably the same function. Sapph. 2 is also 
classed here (cf. S. and A., pp. 39-44, Gr. L. P., pp. 196ff). 
Alcaeus'34 is also a kletic hymn. We, do not know whether 
this song is a prayer before setting out to sea or even at 
sea, or it was composed for a festival of the Dioscuroi 
(see S. and A., p. 266, Gr. L. P., pp. 167f). It starts with 
a kiesis, but we do not know whether it concluded with a 
particular demand. The long middle section rather suggests 
that it was composed in praise of the D. For Alcaeus' hymn 
to Apollo (307 L. -P. ) see Introduction, n. 1?; it belongs to 
class C). It is worth mentioning that in Homer we do not 
-find such appeals. 
In Greek Tragedy wo'have the following examples: - 
Class A): A. Sept. the parodos (11.109ff); Soph. El.. 110, 
Ant. 1115, OT the parodos (11.159ff), Eur. Ion 452, Hel. 
1495, Pho. 676, Bacch. (519) 550, [Rh. ) 224. Class B): Soph. 
Aj. 693, Eur. HF 781, Hei. 164.. We also find a number of 
short kleticappeals. Such appeals are not hymns (not even 
short hymns); they are instinctive prayers with a few 
hymnal features and klesis. Such prayers are: -Class A): 
Soph. OC 1091, Eur. Alc. 86, Or. 1299, Bacch. 1017. Cf. 
also Tim. Pers. 202; 237. Class B): A. Suppl. 630, Eur. Kretes 
fr. 5.4 (Cantarella), Bacch. 582. Class C): Hom. h. 24, the 
prayer of the Elian women . 
(P.! "1. G. 2,1-1). Some poems also 
start with a proemium of the kletic type: Pi. Nem. 3º 
Dith. fr. 75, Paean Delphicus 1, Limenius, E. h. to the mother 
of the gods. 
. -I - 
Subtypes of kletic hymns arg: those appeals in which 
the god is invoked to "listen"17 or to "look"16; this is a 
request for the god's attention in order to grant the 
petitioner's demand. According to common notion, the gods 
are not ever-present; hence they must be made to listen 
1 
from afar19 (cf. I1.16.515, A. Eum. 297), or to look down 
from Olympus. In Homer, where appeals of the type "listen" 
are abundant, the gods respond to them several times by 




Od. 2.267ff). Typical formulae of these appeals are: 
KaüL'q " i. Sýiv and the like20. We have three classes of such 
appeals: 
a). "listen" or "look" and "do that", 
b) "listen" or "look" simply, 
C) appeals of the type "listen". and a prayer for 
blessings; they are associated with religious ceremonies. 
To class a) belong: I1.1.37; 451,5.115,10.278; 284, 
16.514, Od. 3: 55,4.762,6.324,9.528. Bacchyl. Dith. 17(16). 
52ff. To class h) belong: Od. 2.262, Pi. 01.14. To class 
c) belong: Hon. h. 8 (see A. -H. -S. 384f), O. hs. 2,4,8,13, 
15,17,22,28,30,32,39,63,69,78,87. 
In Greek Tragedy we have the following examples: - 
class a): A. Suool. 77; 144; 524; 808, Cho-'8001 Eur. Med. 
1251. Class b): A. Suppl. 1; 168. We also find a number of 
short appeals of the type "listen" or "look": - Class a): A. 
Sept. 626, Supp1.1030, Cho. 476. Class b): A. Sept_ 104; 
481, Suonl. 625, Cho. 398; 405, Eur. El. 1177. it is worth 
mentioning that in Sophocles no appeal to gods of the type 
"listen" or "look" occurs in the lyric parts, and from 
lyric 
-V 
poetry the examples are a few only (we have, though, several 
short fragments from Lyric poetry where such formulae occur, 
but such passages are excluded from this research). In Homer 
appeals of the "listen" type are many, but appeals of the 
"look" type are not found. Some poems also start with a 
prooemium of the "listen" type: cf. The. 1-14, Solon 13, 
Pi. Nem. 7. 
Another type of appeals is a combination of two 
formulae: "come" with "listen" (or "look"), and "listen" 
with "come". The god is invoked to come in order to hear 
what the petitioner is saying, or to see where he is to help; 
or the reverse: he is invoked to pay attention and then to 
come in order to help. Such appeals are not many: I1. 
23.770, A. Sept. 109, Suppl. 630, Pi. Dith. fr. 75, O. hs. 
3,9,29,34,35,36,48,49,50,54,56,59, "60,66,68, 
70,74,83; cf. also Anacr. 357; cf. further Plato, _Le . 
4,712b: ýEöq ýh. nVOS tý. -j ih. s c-ö)ewý H Entºcaýw 
ý '< It e- ö IN d% Sb CiKoVdKEV 'tE Kou. O. 1Uwa'a5 L uo gr vws ZE 
KýW 
4 ot. ýUVSý0. Ko6ýx, ýWV iVUV 2E f1oýW KKcU. ToýS VOkLOVS. 
% Kletic hymns and their subtypes have the same 
structure. The invocation of the god follows the traditional 
patterns (cf. Menander, p. 335, Introduction, P. 5 )' Plus 
the formula Z)%Zv Since the god is invoked 
to appear or to pay attention or to look upon the petitioners, 
the emphasis is put upon the places where he may be at the 
moment of the supplication (see, also above, p. il )" In 
kletic hymns the klesis can be accompanied by a reference 
to the manner in which the worshipper desires the god to 
-23- 
appear. This is either the manner in which he is asked to 
manifest himself on earth21, which, together with the klesis 
forms a prayer (it is phrased with participles, adjectives 
or other expressions), or the manner of his journey (phrased 
with participles)22, or again a request to appear accompanied 
by other divine beings23. The appeal may also be accompanied 
by 
. 
propitiatory adjectives, such as 
1. )Ews Evý. EVws, neöýeýv ýEvcbQwý 
etc. 
24 
Between the invocation and the particular demand we 
may have the Begründung (see Introduction, p. 
6 ). In these 
ap eals it is commonly a "Hypomnese" (see Introduction, p. 6), 
or another link between the god and the petitioner, or the 
god's power-simply; it may also be a dedication25; or 
the reason for the particular demand (see Introduction, 
p. 6 ). In kletic hymns of class C, this part is a mythol- 
ogical narrative ("pars epica", see Introduction, p. 
5 ). 
or the god's &vcri-s or Süva. v. (see Introduction, F. 
5). 
In such hymns we have no demand for a particular service. 
For the transition to the second and third parts, see 
Introduction p. T. A kletic-hymn may lack the third part. 
The prayer is restricted to the klesis with a participle 
(see above) or a predicative adjective. Kietic 
hymns of class B) may have no other demand, apart from the 
klesis. Kletic hymns and their subtypes may also lack the 
second part26. In appeals for a particular service we may 
have a promise for thanksgiving presents to the god by the 
petitioner (see Introduction, p. f ). The klesis ("come", 
"listen", "look") can be in the imperative, optative (see 
Introduction, p. T ), infinitive 
27 
, or participles. The 
tense is either the present or the aorist, according to 
ý4- 
grammatical rules28. The appeal may be addressed to one 
god29, to two or three30, or more gods31.; ; "; e may also have 
a collective invocation32. When many gods are invoked, 
their names are quoted with Kai. and 7E33 
J 
This is a general picture of kletic hymns and 
their subtypes. Specific points will be discussed in tha 
following analysis of the passages from Greek Tragedy. As 
a type-specimen 
i 
for our analysis, I shall take a kletic 
hyrý}n from Lyric poetry (Alcaeus 34) and an appeal from 
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Xouthos has just come back from his visit to 
Trophöuuos and is now entering the temple of Apollo in order 
to receive the god's prediction. At 11.422ff he asked 
Kreousa to pray to gods for 6 )Tekv(a, in front of the altars . 
Kreousa promised to do so. At 1.452 (first stasimon) the 
Chorus, consisting of Athenian women, Kreousa's'escort, 
implore "their" Athena to come to Delphi with her sister 
Artemis, to implore their brother Apollo to be merciful 
to the Erechtheidae. In the antistrophe we have a eulogy 
of child-bearing and -rearing: "to possess children in 
one's family is a permanent source of happiness"1. In the 
case of their king and queen, this statement makes the 
preceding demand more imperative: they have everything in 
life except for a successor (cf. also 1. 307). The kletic 
hymn, in forty lines, is not complete. In the epode we 
have an apostrophe to Pan and his cave, "where a baby was 
born and left to be the food of beasts". It is "ein Lied 
für sich"2, inspired by 11.338ff. Our kletic hymn is a 
prayer on Kreousa's behalf, as she is praying in front of 
the altars. It could be a monody of Kreousa, but it-is 
not a. strictly personal prayer, since it concerns the royal 
couple of Athens. It is on behalf of the royal line of 
Athens, and consequently on behalf of Athens. Apparently 
the Chorus are showing their sympathy with the royal couple 
of Athens, and in particular with their queen. It is a 
* Both Haldane and Knoke analyze this hymn; Haldane, 




prayer uttered by women, addressed to female deities, for 
the sake of a woman. In this case Apollo's support is 
necessary. It is worth noticing that he is not apostroph- 
ized directly. A little earlier (11.384ff) Kreousa was 
accusing him and at 11.410ff she prayed to Phoebus' mother, 
not to Phoebus himself. At 1.422 Xouthos asked Kreousa to 
pray to gEols in front of the altars. It is natural for the 
Athenian women to call on the no; ktoG%os of their city, even 
though they are far from it. It is a matter which concerns 
the descendant of Erichthonius whose birth is associated with 
Athena (cf. 11.267ff), and thus it concerns the city of 
Athens too. Athena is summoned to come to Delphi with 
Artemis; as sisters of Apollo they could intercede with 
him in favour of the Erechtheidde. Both are virgins, the 
first as a"war-goddess, the second as the goddess of 
hunting; but both are also concerned with child-bearing 
and -rearing. Athena as a city-goddess is interested in the 
life and growth of family3. Artemis is particularly 
concerned with-child-birth and child-rearing4. She not only 
assists but even encourages child-birth5. She is mainly the 
goddess of women6. In Eur. Pho. 1060ff the Chorus wish for 
a son like Menoeceus for themselves and apostrophize Athena; 
but this is possibly due to her association with Kadmos (cf. 
1. -1061). Athena is mainly the noa%ovxos of Athens (cf. 
Ar. Eck.. 581, Nub. 596, Thesm. 1136). In our song this is 
indicated by the pronoun Eý. ö v. The epithets employed for 
the two goddesses ( ä14e, -)tt vtm , rcUs , rICT9-1401, , Koeaý ") 




with maternity and in the antistrophe we have a eulogy of 
child-rearing, something which neither of the goddesses has 
experienced: cf. Ar. Thesm. 118 (Artemis) ä. nKeoaMx7, *, , 
O. h. 36.4 (Artemis) w5 vwv äfw. ýF Telestes 805 P. M. G. 
(Athena) o.. t. rrEv äv Mý Mk , ov KaL aýrlc tS 
I ä-tlEVt-e: K. ºw9w 
in. Hom. h. 5.8 ff both of them have chosen virginity. 
Kreousa is supposed to be an ä. vK0KZhxa. too, from the view- 
point of being childless, as the two goddesses; but she 
desires to have a child. The epithet KcLoL, 6vv--tat. (boC ou) 
shows their kinship with Apollo, and thus they can intercede 
with him, since the Chorus hesitate to appeal to him 
directly. The epithets of the goddesses in this hymn 
indicate some of their specific attributes which suit the 
subject of the prayer (see Introduction, p. 6 ), and also 
of the antistrophe;. they do not indicate their principal 
functions. This is the only case where the two goddesses are 
summoned together. Apart from the above-mentioned reasons 
for this, there is one further reason: the two goddesses 
were worshipped together at Delphi under the title 2EQKaL 
köQaý , and there were two temples for them inside Apollo's 
? 
sacred area (cf. Diodor, Fragments, libri xxii. 9.5). The 
two goddesses are summoned together with other gods in 
A. Sept. parodos, Soph. OT 159, OC 1085, Ar. Nub! 595, 
Thesm. 312. Appeals to Athena are usually made for help in 
battle, for protection, peace, prosperity: cf. I1.5.115, 
6.305,10.278, Od. 4.762,6.324, A. Sept. 
- 
127; 164, Soph. 
OT 159; 187, OC 1090, Ar. Thesm. 1136, 'Carm. Cony. 884, 
Hom. h. 11, O. h. 32. -In Euripides prayers to her are made 
-30 
for help in battle and for protection, under her functions 
as a war-goddess and as the noatoZ; xos of Athens: cf. 
Heracld. 770, Stippl. 1227, Pho. 1372. Appeals to Artemis 
are usually made for help in battle, to avert evil, for 
peace, for aid with child-birth, as a guardian of maidenly 
virtue, as a bringer of swift death to women: cf. Od. 
18.202,20.61, The. 11-14, A. Sept. 146, Sui 1.144; 1030, 
Soph. OT 159; 206, OC 1092, Ar. Lys. 1262, O. h. 36. In 
Euripides'for help in a difficulty (cf. IT 1082,1398, IA 
1521,1570: in both plays she is selected because of her 
role in the play); to avert evil in a state of war: Pho. 
151; 191. This is the only case among our evidence that the 
two goddesses are appealed to for a matter concerning the 
gift of maternity. The selection of the epithets employed 
shows that they are not summoned as the goddesses of child- 
bearing and -rearing, but mainly as the virgin sisters of 
Apollo, whom-the appeal of the women on behalf of a child- 
less lady may affect. Athena is also apostrophized because 
she is the noa%o'vxos of Athens. 
8 
Structure 
Part i: invocation of Athena at the beginning 
with the pronoun c-E (cf. also A. Sept. 128; 135; 145, 
Soph. OT 159, Ar. Thesm. 317)9, epithets, then her name in 
the accusative (invocation with epithets first and then the. 
name of the god >tS- also -6i iLin Sapph. 1, Anacr. 357, A. 
§e pt. 128 ff, Soph. Ant. 1115, Ar. Eq. 551, Thesm. 1148, 
Aristonoos 1, O. hs. 16,18,55, etc. ), a verb of praying: 
(we also find a verb of praying in the epiklesis 




at, in all the examples -;.. we find the verb 
LrcETEýw in Ar. Thesm. 1148). Her 8&vos comes next, which in 
fact is her birth-myth in brief10, in a participial clause 
(for the phrasing of the god's pEVos , see Introduction, 
p. 6 ). It is only in two O. hs. where we find a similar 
phrasing of the god's rvos :- cf . O. h. 30.6: 
Ltos ko. 
rýýu 
116P(rc- 6'JK%. S lae? VOCMs aelcTeotcrt. 'r C- Y-Vws71.2: KV 
naQw t c,., - cv tleo%oo S ilo'XEücra-[o CrC_ 
NV'. 
Er C) 2. 
tE-? OCS Zýväs IýPý, ý ono ) 
11, 
A second invocation of Athena 
follows, -where we find an enwvukic_ of the goddess with an 
epithet, and this is in the vocative (we also find a second 
invocation of the god in Soph. Aj. 693, Ar. Eq. 551, Thesm. 
1136; 1148, in many O. hs.; in most of the above examples it 
is also accompanied by the exclamation 11 and it always 
appears with the klesis). There follows the klesis in the 
imperative . (we also find the klesis after the invocation in 
Anacr. 357, Ananius 1, Soph. OT 159, El. 110, Ar. Eq. 551; 581, 
Ran. 324,.. Hom. h. 24, O. hs. 11,27. -. In most of the extant 
kletic hymns the klesis is in the imperative too); the 
place'she is summoned to visit appears with the klesis and 
it is in the accusative (cf. also Pi. Nem. 3.1ff, Dith. fr. 
70c, Hom. h. 24, Tim. Pers. 238, Hymnus Curetun(i, etc. )12. 
Then, we have the manner of her journey phrased with a 
participle (this element appears to be rare: - in Sapph. 1 
a past epiphany of the goddess is described: 34s( 
1% 01 4Unao Vr-v1 ,, La-a, .... ; in Alcaeus 34 we have the usual manner 
of epiphany of the D. )13. Her haunt is associated with the 
participle nTa va, phrased with a genitive (for the 
phrasing of the god's haunt, see Introduction, p. '; 
r 
31- 
in some examples the god's haunt is fixed to the klesis: 
of. Alcman 55, Alcaeus 34, Soph. Aj. 693, Ar. Lys. 
_ 
1296, 
O. h. 80.2. Here it is associated with the element expressing 
the manner of her epiphany; in Sapph. 1 it appears in the 
mention of the past epiphany of the goddess). There follows 
a short description of the place she is summoned to visit14 
(we have the same in Sapph. 2, Limenius 1.1; in Ar. Thesm. 
1148 the relative clause or ýý .... applies to the place the 
goddesses are summoned to visit, though not describing it). 
Part i concludes with a new epiklesis of Athena (a personal 
pronoun only) and of Artemis (we also find a repetition of 
the epiklesis in A. Sept. parodos, Soph. Ant. 1115, Ar. Thesm. 
1148, Lys. 1262, many O. hs., and this is at the end of the 
hymn. In Soph. OT 159 we have a repetition of the klesis 
at the end of Part i); in our passage the repetition of 
the epiklesis before the prayer is due to the invocation 
of another god. In Limenius Apollo is at first invoked to 
appear - cf. 1.21: vß - and at the end of the poem, in 
the prayer, he is. invoked again together with Artemis and 
Leto, and finally all the three are invoked to appear. In 
our song Artemis is invoked by her patronymic only (cf. also 
A. Sept. 146, Suppl. 145, Ar. Thesm. 320). In this invocation, 
which is in the nominative, we find some epithets; one of 
them (Koxgvh, TQ, %, 6o((bov ) shows another relative of the 




. The transition to the invocation of 
Artemis is achieved by the particle rci (cf. also Carm_ 
Cony. 884: Tla. )ºýäS ...... Crv 'cE lcai c1a-c. 
we 
" 
Other songs where two gods are invoked for epiphany are: - 
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Hom. h. 24: the appeal is to Hestia, and then she is 
summoned to appear crov 1b. 
'; 
Sapph. 128: conjoint invocation 
with TE ; Soph. Aj. 693: separate invocations, the 
transition to the second being achieved by the particle G; 
OC 1091: conjoint invocation with ic0. L; the only similar to 
our passage instance is Limenius: Apollo is at first 
invoked to appear (Qaiv& ); then he is summoned to save the 
city (1.36) together with Artemis and Leto (owv Eý& ... 
V, 5E ýazw"'ý ); there follows a conjoint kiesis: V. öaetc- (1.45) . 
'Part ii: the prayer: it follows the epiklesis and 
is phrased with a verb in the imperative and an infinitive 
(we also find the prayer after the epiklesis in Anacr. 357, 
Hom. h. 24, Soph. Aj. 693, El. 110, and, mainly, in the 
Orphic hymns). A new invocation of the goddesses is 
11 inserted in the prayer: w ºcoPa6 (cf. also Sapph. 2, 
Anacr. 357, Limenius 1.36, Aristonoos 1.41, O. hs. il, 14, 
27,36, etc). The transition to the prayer is achieved by 
the particle 5G (cf. also Sapph. It Anacr. 357, Hom. h. 24, 
Ar. Pax 974, Thesm. 1136, Paean Erythraeus, O. hs. 2,3,11, 
12,29, etc. ). 
Part iii: the Begründung: this is not in the 
middle part of the hymn, but it follows the prayer., since 
it is the reason for the prayer, not the reason for the 
invocation (see introduction, p. G. ). The reason for the 
invocation is implied by the epithets Etc / and Kc:. a 0+4 vxiou. 
; ýtbof 
you 
, which appear in the first part of the hymn and 
indicate the link between the goddess and the petitioner 
(the former)15, and the link between the goddesses and the 
god not invoked directly (the latter). A reason for the 
-3Lý- 
prayer Cs also found. in A. Sept. 116 (after the prayer to 
Zeus), Soph. Aj. 693 (after the prayer to Pan), El. 110 
(at the end), OT 159 (in the middle part), Ar. Eq. 581 
(after the prayer), Ran. 
11.16.514 ff (E iºýcos ý. Ev 
this part is achieved by 
same in A. Sept. 116, So; 
875 (after the prayer). Cf. also 
aw.... ) . The transition to 
äß 
ex 
the particQ . ý4 
(we have the 
ph. Aj. 693, El. 110, OT 159, Ar. 
Eq. 581, Ran. 875; cf. also I1.16.514, Pi. Nem. 3.3). 
Nell 
In this pmt we also find two prayers (wishes) on behalf of 
themselves, (Et¬v and thus this part does not 
function asa Begründung simply; this is uncommon among our 
evidence. The prayer on behalf of the royal couple of 
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Examination of the elements and other material. 
The pronoun Eýäv implies that Athena is the noatovxos 
of their city and thus it also implies her cult-place. 
At 1.211 the same pronoun is employed for her; cf. also Pi. 
01.5.10 (noýiaf. oxE ), Ar. Eck' . 581 Nub. 601 
(Enixwetos v`ý ýt. Et ea. 
os 
.000 no'ºkov-cos ); the same 
pronoun is employed by Tim. (Pers. 160) for Artemis. "/ývc-ý. aýi9uLa 
is a hapax word. It is a negative adjective compounded with 
a proper. name (cf. Eur. Or. 621: ävv. 1a. La-cw ). Owen in his 
Commentary ad loc. comments: "Athena had no mother and had 
never been a mother". Haldane associates the birth of 
Athena from the head of Zeus without the aid of Eileithyia 
(apparently, this is how she interprets the epithet), with 
the theme of the prayer, and this seems to be wrong. This 
epithet suits the subject of the prayer (see above, pAT) 
and thus its meaning is that. which the ancient sources 
give: "who had never been a mother", which is what the 
context requires (cf . Hesych. s. v. 
ä1ýnav " LoKoV 
EüPýR0Sv, s 'ýIr (453) ; Eustath. Od. p. 1861.42: 
YEvvw) . týa(. Kae and Kcu, Qc,,, are common epithets for 
the Olympians in Homer and Hesiod. In A. Suppl. 524 Zeus is 
called ý. cýýcaPwv VD_v_ 4oy. In A. Sept_ 164 Athena of 
Thebes is called Vcýrcm? ' a.. ; in O. h. 32.2 Athena is 
YL-? c- 9-c'C- . This epithet does not indicate any specific 
attribute of a god. Here it appears with her Enwvvýk 
ä. 
,,. ("Oh blessed Victory") and-such an expression should have a 
special appeal to the Athenian audience: "sie sind im Kriege", 
as Wilamowitz remarks in his Commentary ad loc. 8E0- can 
be employed for any goddess. It is often employed for 
-37- 
Athena with her name or an epithet in Homer; cf. also 
Lampr. 735 (9KVäv '9h-64 Hom. h. 28.1 (KvStv\Lv g'L-v 0_h_ 
32.2 xD. i. Qa 
%aý. ), Ar. Nub. 601 (tn, º. c c 
o.. In 
Ar. L y6.341 she is at first invoked only as %c6 ; cf. also 
Pi. 01.7.42 Athena). nc0e°U'EVos is a standing epithet 
of Athena (cf. Hom. h. 28.3, Pi. 01.13.71, Pyth. 12.19, 
Bacchyl. Dith. 16(15). 20). Athena is not invoked as Apollo's 
sister elsewhere. In Soph. OT 160 Artemis is called ä. ýEýbcä, 
of Athenaw T-c vös is a proper epithet of gods. Athena is 
called 6G". in Stes. 89 L. Gr., Bacchyl. . p., 13.195, Telest. 
805c, Soph. OC 1090, O. h. 32.1. She. is often calledreo? n but 
it commonly appears with her patronymic or her name and other 
epithets: cf. I1.5.733,8.384, Hom. h. 28.14, pi. O1.. 7.43, 
Nem. 7.96, Bacchyl. Dith. 16(15). 20, Ar. Thesm. 317; 1138, 
0. h. 32.7. Her ýEVos is commonly phrased with expressions 
of origin or her patronymic: cf. 11.5.733,8.384, Od. 
5.382,13.190, Lampr. 735, Alcman 43, Hom. h. 28.17, A. Sept. 
127, Soph.. OT 159, O. h. 32.1. Here, it is phrased with a 
participial clause; this clause recalls Pi. 01.7.36 and 
Hom. h. 3.308. Euripides' expression with the verb *AoxEvoA. cu 
appears to be not traditional (cf. also Soph. OC 1322). In 
Od. 6.229 we have Atos eygqmura- , in Hom. h. 28.4: Two 
11 mk 
os 
e&40, -co kA-, nc 
Etc ýEütjcrgLq;. t Et r-. Ja, XaS, in Hes. Th. 924 : 
-I N -1 °-VZOi ö EV, X. F, "-A .s« twt%, LS0, ptvax. ' 
vvý. 
v . In O. h. 32.1 
she is j. ovvoýEvks . The birth of Pallas is mentioned by many 
poets (cf. Hes. Th. 924, Hom. h. 28.4-16, Pi. 01.7.35, Hymn i 
fr. 34.9). It is only Pindar (01.7.35) who speaks of 
Hephaestus' role in the birth of Athena. Hymni fr. 34.9 is 
probably an allusion to Hephaestus. In Art Hephaestus is 
-38-- 
represented close to Zeus, while Athena is appearing from 
his head: cf. Boardman, ABV, pl. 62 and 123.1; ARV, pl. 
355, Lustrum 1 (1956), p. 97 ("Archaic myths and their 
sources"); Gr. L. P., p. 123. In another vase (ABV, pl. 175) 
Hephaestus does not seem to be represented. In our hymn we 
find Prometheus assisting with the birth of Athena. 
Wilamowitz. in his Commentary ad loc. believes that this may 
be an older Attic legend. Haldane thinks that this is a 
variation-. 'of Euripides in order to suit the Athenian 
character-, of the hymn, because Prometheus'cult was almost 
exclusively an Attic one. Owen speaks of a substitution for 
Hephaestus. It is doubtful if either is right. Not only 
because it is only Pindar who speaks of Hephaestus (before 
Euripides), and because in Art Hephaestus is not always 
represented, but also because according to the Schol. on Pi. 
O1.7.35 it was not always Hephaestus who was believed to 
have assisted in the birth of Pallas: a 'COLS Movcrcuöv 
to Qc »J ')4c ccLL. C1 AjCLA, tov 6w, -cwv 1ýEýaýýºý`n. V at. E t .v 
'AJKVäJ 
ejý Va" C-1ýIL bE. zöV neok. ý4 , ýýýovýý" Zwtr 
ýLcL ýC- ýSpVU, V JDs. (rL . 
Furthermore, there is some relation between Hephaestus and 
Prometheus, since both have donated civilizing gifts to the 
mortals. For this reason Hephaestus was associated with 
Athena in Attica16. Apart from that Hephaestus and 
Prometheus. had a common cult in Athens l7. UMV, is a second 
name of Athena as a victory-goddess18. In Ar. Eq. 586 ff she 
Is associated with Nike but not identified with her. In 
Greek Literature our passage appears to be the first refer- 
ence of the identification of Athena with Nike (cf. also 
Ion 1529, Soph. Phil. 134, Ar. Lys. 317)19. Nike was the 
regular attendant of the war-goddess Athena (cf. Hes. Astes 
339). In O. h. 32.13 she is called vLrý6eos. She grants a 
victory. The Ion was composed during the war (its date is 
not certain: it is probably between 415-412). It is highly 
probable that Euripides is inspired at this point by the 
- 3q- 
dedication of the temple of Athena as a wingless victory 
(Apteros Nike) on the Acropolis20. Such is the case with Ar. 
, Lys. 317.1(dated in 411). But she is summoned to come flying 
and thus she is thought of as being winged. In Greek Art 
Nike is represented with wings and so were the Victories with 
which the temple of Apteros Nike was adorned (cf. Ar. Av. 
574, with the Schol. ad loc.: vEwtceIP. ÄSJ To -cvýý, J NL%cwv rcat -röv 
1(G? w--c- Athena represented as the goddess of 
victory was wingless: cf. Harpocrt. s. v. Wt., ýQýv`ýöº, : 
I 
le, -, or $tý NUM. %wvaS lo""' ý1 avov antEeoV E'Xov ýv E) -c k. SF B 
C ?O . v, 
EV SE %AZ E-JwVSý. u. ý b 
1c 
Jos, etLýäto flat' gM. vo-COI , 
64weýwKEv titakoSweoc. ö T1EPýv, ý, ývt, ZKs EJ t" a0. jEýL 
n. Keonö? ýEwS. 
Nevertheless, the winged Athena was a rare type already known 
in the archaic period2l. As Farnell says (Cults 1, p. 342): 
"we can only account for the wings by supposing that she 
borrowed them from Nike" (the personification of victory). 
When Athena appears 'ex machina' at the end of the play, she 
says: Eäß' olcrýv 
ýSEWI `rP(1.1570). This implies a 
chariot led probably by horses. In Athens she had the title 
Ln nLa, and she was believed to have taught Erichthonius the 
use of the chariot22. In O. h. 32.12 she is inn& it-yea. 
cf. also Lampr. 735a: 6a yxA crLrjnos . This point is important 
to understanding how Euripides made his characters imagine 
-40- 
the intervention of divinity in response to prayer. The 
mechcane in this case can perfectly be a chariot. When the 
Chorus ask her to come to Delphi nTciV-La this must be taken 
metaphorically. This device is not rare in Greek 
Literature. The heralds of gods were believed to be winged 
(Hermes, Iris). In the case of other gods (except for Victory 
and Eros) there is no notion of wings. In I1.5.778 it is 
said of Hera and Athena: a. l SE 6ä-cvv TP%, ýff 
e 
, ewcrt, n&A&-Lc LV 
I. & 
cf. also 11.767 ff; in A. Eum. 250, the 
Eumenides say: ön. tPots noTký. o. 3Lv t a%, j ; in the same play, 
at 1.403 Athena (who probably appears 'ex machina') says: 
C-VSEv 
.OJ 
ci'9 -roJ no so- I r1, t&Pwv 
ätI-e ý vý cLQ3%0V64L 
I If c rov cüýýSOS 
` CnwýoýS ä. 1cýa 
ö1S 
Týsý ERI. JEýý4lf 0 xW 
(for a discussion of this passage see Rose and the other 
Commentaries ad loc. ). For the description of a past descent 
of Aphrodite from the heavens on a chariot led by sparrows, 
see S. and A., p. 18. In Stes. Ox. Pap, xxiii no. 2360 we 
read: 
äýýEýos weoWLSG JI ýL' o 64os q, -r -ras Kaýc. 
ýcla. ýto 
(on this see Gr. L. P., p. 78: he interprets 
agEkos 
not as 
a messenger of the gods - Hermes or Iris - but as an omen, 
probably an eagle). On the other hand, the notion of a 
chariot was a common poetical figure in the case of certain 
divine beings: the Muses (cf. Empedokles De Nat. fr. 3.5, 
Pi. Pyth. 10.65,01.9.81, Isth. 2.2), the Graces (cf. A. Gr. 
13.28 [ßaKxoý ''oý h, Ztk%wviSoi ]; Page, Epigr. Gr., assigns 
, 
fit to Bacchylides), Helios (Eur. Ion 82, Pho. 1), the Mother 
of theýgods (O. h. 27.3 and probably Soph. Phil. 400), 
Demeter (O_h. 40.14), Poseidon (O. h. 17.5), Aphrodite 
(O. h. 55.18). Cf. in particular O. h. 8.19 (to Helios): 
y. 1 _ 
w Eaä. erýnnE ) 
ä. 
c -' ýýýýPKý 'tETPc oeoV 
ä. 
p o... Sý 
. 
cwV . 
The epithet GýAa. cr«nos recalls the epithets of Athena 
mentioned above, p. 39 . The haunt of Athena is described 
as golden23: cf. I1_ 4.2, Sapph. 127, Pi. Isth. 4.66, Nem. 
10.88, Pyth. 3.94, Bacchyl. Ep. 11.4. There follows the 
picture'of the oracle at Delphi: cf. also A. Sept. 747, 
Cho. 1036, Soph. OT 480, Aristonos 1.9 ff; 2.3 ff, and Pi. 






comments: "The Chorus being strangers to Delphi would not 
know that there could not literally be dancing round the 
tripod. They are using a normal expression of ritual". 
This, however, does not seem to be a logical interpretation. 
Haldane takes Te nooS as metonymy for the temple. In 
Aristonoos 2.17 we read: ü. i. ýa", ý 9uý.. 
Eýav 
xoeEüKV 
in Bacchyl. Dith. 16 (15) . 10: 
"ra. clo'ºi1ový -co(ra. XO? 
4E; k&wv I %) K. E.:? ýLaos n", ö,. 0. r- t vaöv ; in Alcaeus 
307 I (c) = Him. Or. 14.10.11: /SEaýöt, \. 
J AV 
.""" xoeö i 
%A06 r\Ei to-' 'rin CM c ttf The cyclic choruses of the 
dithyramb were also a typical part of the worship of Dionysus 
at Delphi: cf. Philodamus 11.133 f (see also Fairbanks, 
p. ' 148) ; cf . further Pi. Isth. 1.7 (Iýai -töv 
är-Eecrc-x-cýLov 
oý46ov xoeEV cb wv ' Ev Soph. Ant. 1152: Xoe 
'TOW '{0. kL o. v 24 
. For the expression rleö% s 
äeutä. i 
cf. Philodamus 1.145. 
Artemis is not invoked by name. We have the 
: 'same in A. Sept. 146 ( AaxorEVtita. kcvPck. Supp1.145 ( val. 
Ar. Thesm. 320; cf. also Pi. 01.3.26. We 
have several expressions of origin for her. The expression 
naZs 0. Ac tcaeyv`S occurs only here. She is ricLZs in Anacr. 
-4ý- 
348, Ar. Thesm; 320. As'&o.. with another epithet she is 
invoked in Od. 20.61, Tim. Pers. 160, O. h. 36.3; 13, Ar. 
Lys. 1263. She is nnV%c_g0s in Hom. hs. 9.2 and 27.2, Pi. 
Pyth; 2.9, Ar. Lys. 1263; 1272. In Sim. 519 fr. 35b she is 
ný9ývºK01 ; cf. also Alcaeus 304. Yo? a. is applied to 
her together with her XL-vos. This epithet is found with 
other epithets in Ar. Thesm. 115, O. h. 36.1. Artemis is 
cs,: Y. vw in Bacchyl. Ep. 5.99, Aristonoos 1.38, O. h. 36.2; 10. 
In Ar. Therm. 116 we have crEk väv pvov Aa-to, s. She is 
often called Apollo's sister, whether his or her name is 
mentioned or not: cf. I1.20.71,21.470, Hom_hs. 3.199, 
9.1,27.3, Soph. OC 1092, etc. 
This kletic hymn is basically addressed to "their" 
Athena. Artemis holds a secondary role as an intermediary 
to Apollo, though she is his beloved sister. Thus, less is 
said for her. Except for ävKýt-ý9vta. , the epithets employed 
for the two goddesses come from the common sacral stock. 
Except for 
. 
ävc-týkkývta, and kaQ%. rvwvkt, , 
(boiýov in the case of 
Athena, they are traditional and standing epithets of 
theirs. None is a cult-title; such is the EnL0vuV 
ä 
Nike. The epithets are either selected for their relevance 
to the occasion ( äwc-ýýE; bv1oý, , c1e%L-VO ., köea, L. r Hais 
) 25. 
or they stress the link between them and the petitioner or 
Apollo ( Env , kQQ 
&v, 
ti-ru, t, ). The rest of them do not 
indicate anything specific these 
ire ornamental. One of them is 
övoýa. Sýnaoýv ( av... a6-i Suit ) 
which is also a hapax legomenon. When the epithets stand next 
to each other there are no connecting conjunctions (asyndeton: 
this is mainly the case with the Orphic hymns). The main 
kletic hymn is built according to the 'Du-Stil'. The end 
-43- 
(of the strophe) repeats the beginning to-a small extent: 
6E -epithets- 
JWý 
cru - epithets - LV- 'tE-vsa: c. E 
26 
. For 
prayers for &ZTEcvLa see Keyssner, p. 155. Certain of the 
elements which a kletic hymn may contain are here implied 
by certain expressions: the reason for the invocation of 




tow. b0( O4 Athena's 
cult-place (by £\ v); her haunt is not phrased with a 
common manner, but it is fixed to the participle nTokt4va. 
The Begründung is not in the middle and it is as long as 
the main kletic hymn27. In content it is several reflections 
and not a specific fact28. The two goddesses are not 
invoked under their common functions; what Kreousa desires 
does not depend on them, it depends on Apollo; they are 
the proper goddesses to intercede with him in favour of Kreousa 
(see also above, p. 30 ). Nevertheless, the traditional 
features in-phrasing and structure appear to be many. 
Vocabulary-Style 







. c1o. is " 
Ea. 
ý 
, ný9 &v oL , 
4e 
,k In the vocabulary we 
observe the following: we find four words of which Euripides 
is our earliest witness: )ýöxtos , Evt&v_vLcL (both in other 
Euripidean passages too) , tc, aVr%o r 
oäºoS 
, 9t. cLStrccwe ; many 
epic words: wS S, tc, Pcývw . tc 
Pw äýuýä 
ä. ýKw s, $vös rzAavcv ' etc. ; two heavy compounds: 
VCVC0kL10. ^Aos , k°-enot eö, o%. . We also have a hapax 
leg. 
( äaºcý. ýýi9uta. ). The style of the hymn is elevated to some 
extent. Ornamentation is rich: we find twenty-four 
+ To sm. c re LL vo 4-0-& 
&Ltj ¬e 
1 51,0 cR epi 
/ 
c/s Wed of ? 04, 
yet 
ks 
VIL. C4 Bite COM Ile &" 
ý) rta-yet, S J q. l 2C &M o7'(C w0d 
01 
cXpuspofl Al cc 5a Sfeci fic 
O 
re& iew "edL? jjj4 
ýg 
LLC 
L VC CA 
An, e Kelssn ez) ýa s Qee, º co 4A 
X44_ 




29. We also find two metaphors: ia cio_ .... 
ýAVtEvka O IL? dýV6ýt. 0, Kn. eclo2eöýäýt1w? lý 
can also be taken metaphorically (see 
above, p. yo ). The common hymnal stylistic techniques , 
(epithets, participles30, relative clauses31, avoidance of 
the article32, exclamations) are found to some extent: we 
have nine epithets, two participles associated with Athena, 
two exclamations (L)33; the article occurs four times 
(twice in-: the invocations). 
To sum up, our kletic hymn sounds like a solemn, 
as well as poetical prayer. The emphasis is put upon the 
prayer and the concept of E401OW ä, not upon the praise of 
the divine beings invoked.. It is perfectly suitable to 
the context and the selection of the goddesses is well 
justified. As a response to it Athena will appear 'ex 
machina'34. in front of Kreousa, Ion and the Chorus, to fulfil 
the prayer,. clearing the confusion created by the prediction, 
which, in fact, followed their appeal. Her first lines 
show: a) the link between them and the goddess (cf. the 
pronoun E-ä\); b) the goddess is coming from Apollo's 
precinct, where she has been asked to come (cf . ýtoraý 
TIv tov 
otx. ov .... ) ; c) the manner of her journey (cf . Rw+E 4): 
ov V. e Ro'A E 
O. 
V el's P- `ä. itiº, EV -E. %A-VCUs ILS-Y't 
dva'aý Eü %FV. "' Etlwvvk0S $E aV'. S ºlo cc 
ýeö crnEvaaý' "Ari tXALOVOS S& R kxnK 
TovS ýoýou vV. %, v 6ea. QC%L . ... Eý 0%. C Evt CITP LCVCCL ... 
These recall and verify the fulfilment of their appeal. 
-4.5- 
Thus, the appearance of Athena 'ex machina' appears to be 
well justified. The association of this goddess with the 
royal family of Athens and the city itself is repeatedly 
mentioned before the appeal of the Chorus to her (cf. 11. 
11,30,211,269 ff). The prayer, though personal 'prima 
facie', concerns the city of-Athens too. The song is a 
prayer rather than a hymn. 
HELENA (1)64) 167-178* 
I n. t roduction 
Teucros has just left. Helen has been informed 
by him of the events after the fall of Troy: Menelaus is 
lost at sea and most of her relatives are dead. She desires 
to start a. dirge and asks for musical inspiration 
(11. -164-66: n? ot 
oS )1. At 1.167 she starts an aria2 
invoking the Sirens to come and aid her with her dirge 
with their consonant-ringing instruments. But it is within 
Persephone's competence to send them to her as fellow- 
mourners. She promises to her a paean for the dead in her 
gloomy palace. The kletic hymn, in fifteen lines, is the 
first strophe of the"*parodos, which is an 
ä 
between Helen and the Chorus. The first antistrophe is 
the parodos of the Chorus as they are entering the orchestra. 
The following strophic pair is a kommos. The epode is the 
summit of Helen's dirge. Our kletic hymn recalls the 
h{ymnodic prooemia, where the Muses are invoked3 to come and 
inspire the poet (cf. Pi. Nem. 3, Limenius, Paean Delphicus 
1, E . h. to the Mother of the gods)..,, - cf. also the kletic 
* Knoke and Haldane do not examine this kletic hymn. 
-4(1- 
hymns in Ar. Ach. 665, Lys. 12964. In Il. 2.484 the poet 
is unable to narrate the catalogue of the ships, unless 
the Muses aid him. In Eur. Tro. 511 the Chorus invoke the 
Muse to inspire them in their mournful song to the fall of 
Troy. 
_ 
In Hel. 1107 the aid of the nightingale is asked for 




uv c. fV I `Eýe va, s ý04- s ncWW S. .... }; in IT 1089 the 
halcyon has a similar function. It is worth mentioning 
that in A chylus and Sophocles we do not find similar 
examples; lin Aeschylus, however, we find a type of prooemium 
in two cases: Su 221630 (an appeal of the "come" and 
"listen"-type to the gods, before they sing the thanksgiving 
prayer); Eum. 321 (an appeal-of the "listen"-type to Nyx, 
before they sing the 
výLvos SEdt. Los) . The neot 
iS of our 
hymn recalls in structure Pi. O1.2.1 f ('Ava. ýýöe-ýýEs 
LI Of pfe L< <II 0Hot. -Cwa. )c Eck,, Lw výeuýa. , -cWa. 
s 
avýea. 1C. 6ikLSvý6oýt. EVý 
)" 
Helen needs not only inspiration to mourn properly, but she 
{ 
also needs fellow-mourners (cf. ý%ooaEZo, BPwvwý. o. a'ý uvw$a, ), 
and these are not the Muses, but the Sirens5. In Greek 
Literature the musical character 6f the Sirens is always 
stressed: cf. Od. 12.39 ff; 158 ff, 23.326, Hes. frr.. 28; 
150.33, Alcman 1.96,30, Pi. Parth. 2.13, Ar onautica 1268 ff. 
On the other hand, according to popular belief the Sirens 
are associated with the dead and the lower world; they are 
connected with the spirits of the dead, like the Keres, 
Erinyes, Harpyae6. In Greek Art they are represented . 1. 
sitting on tombs where, according to popular belief, the 
soul of the corpse abides7. The tomb-Sirens honour the 
souls of the dead8; they are their sorrowing companions. 
-W7- 
In Soph. fr. 777 N2 (inc. fab. ) = fr. 86. ],. P. they are 
associated with the songs of death9. According to Plato 
(Crat. 403d) their haunt is the lower world. Here, Helen 
invokes these Chthonian Sirens, different from those in 
Homer, and it is in Persephone's competence, the queen of the 
lower world, to send them to her. Euripides is influenced by 
popular belief here10, and their song is the only appeal to 
the chthonian Sirens we have. This passage is also our only 
evidence for another function of the Sirens: they are the 
consolers of the living with their songs and instruments 
The epithets employed for the Sirens X nrceoi 
4oß 
,E 
t1aýýE ct, ) do not indicate their specific function under which 
they are appealed to (they have no relevance to the 
occasion; they are ornamental). Their function under which 
they are invoked here is implied by the request to come 
having with them their instruments as aiaovots Karcoi, S. """" 
erüvOXa, V 
ä, 
rceva, and also by the objects of the verb nE t-tE 
ý. ýov6E;, a ýPuývleuvwIaO (cf. also Kannicht, ad loc.: 
"die 4xovat, a bövýa. mit den 167-73 angerufenen Sirenen 
identisch sind"). Their association with the lower world 
is-also implied by their pojos here. They are summoned as 
the daughters of Chthon, and this is our only evidence for 
that. According to the Schol. on Od. 12.39 they are the 
daughters of Acheloos and Sterope or the muse Terpsichore. 
Since they are the Nymphs of Music, a Muse is mentioned as 
. 4heir mother12. 
ý y. 4r 
Structure 
Part i: invocation of the Sirens at the beginning, 
with epithets, their Zegoc(an expression of origin), and then 
their name in the vocative (see on Ion 452, p. 3O ). There 
) follows the klesis in the optative and a wish-particle (c aG 
13 
followed by a participial clause expressing the required 
manner of appearing from the lower world, which stands as a 
prayer together with the klesis (see above, p.. 3 ); we 
have the. -same in Soph. OT 209, Ar. Ach. 665, Eq. 581, Thesm. 
1136, O. hs. 
_. 
14,35,36,40. 
Part ii: the prayer, which follows the epiklesis, 
is not addressed to the Sirens, but it is associated with 
Persephone. It is in the optative, third person. Persephone 
is not apostrophized directly14, but the fulfilment of the. 
preceding appeal depends on her, since she is the queen of 
the lower world. In fact, it is the same prayer as the 
first one, with a different phrasing. The transition to 
this part'is achieved without a particle (asyndeton)15. 
The objects of the verb nEt6EtE apply to the Sirens. At 
the end of the kletic hymn we have the purpose of the epi- 
klesis: if Persephone fulfils the preceding demand, she 
will receive a thanks-offering mournful song to the dead in 
her gloomy palace. This part is introduced by 0. : we 
find the same in Od. 18.203, Paean Delphicus 1.3, Ar. Pax 
992.16; cf. also Soph. AD. 693 ( 
nu, 
s .... Ar. Lys. I. 
. 'I262 (ws avvGxms ), Lys. 1296 (ws üý. v etc.: in all 
these instances this is a part of the prayer. In our 
passage it refers to Persephone, though, in fact, it is what 
Helen is praying for: to utter a mournful song with the aid 
_Lpq- 
of the Sirens, which, at the same time, will be a %m(tc 
to Persephone17 (in other cases we have a promise for thanks- 
giving presents: cf. Ii. 6.305, introduced by o&Pa,, 10.284, 
Bacchyl. Ep. 11.95; or a promise for a lasting praise of 
the god: cf. Hom. hs. 4,5,6,9, etc.; cf. also Xenoph. 
Ana6.3.2.12. This element is implied in A. Sept. 177 and 
Cho. 793. It does not appear to be common in kletic hymns). 
This song is called a nctJ here18. 
. The kletic hymn lacks a Begründung (cf. also 
Sapph. 2,, Ar.. Eq. 551, Ran. 324, etc. ). As the reason for 
the appeal we can take the nPa gs, though not directly 
connected with the appeal. The' expressions epums coots 
19 
and ca, -At', joc s Kc; _v cZS imply the reason for the appeal. 
-50-- 
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Examinationoft. h e 
elementsando the rmaterial 
The Sirens are invoked as nor&eoJc fol. vEäJi c, 
na? E-goL Epithets employed for them in our literary 
evidence are: 
'c EonEq-T, a. (. (Od. 12.158) , 
ä. 5t. v v (Od. 23.326), 
a ýr-. a. (Alcman 30), 6La.. (Alcman 1.9 8) , Kov? au. (Argonautica 
1269). In Greek Art they are represented as birds with 
human, and several times female, heads20. The epithet 
if -, fl oýoeo _. is also employed by Euripides for the Erinyes 
(Od. 316)".; We also find this epithet in Ar. Av. 1756 (&; ýcL 
nLrcca 4)1 ýRLEeoboe . ). In Eur. fr. 911 N2 (inc. fab. ) 
we read: xCvacat. Ste, hot. r t( es rt vu 
ý'cw I ico -ca. ax-+PºA-, vuý 
%1U? OEVia cJEýýýa. .... The Schol. on Od. 12.39 speaks of 
their virginity and their wings21. The epithets of the Sirens 
have no relevance to the prayer. Nevertheless, they recall 
the popular conception of them as represented in Art22, 
although they are not traditional epithets of theirs. The 
I le expression AovQEiO. KV4 asL. Jcwu? 5c , which applies to 
the Sirens, has relevance to the occasion. In the literary 
evidence cited above (p. '}6 ) no instrument is mentioned, 
with the exception of the Argonautica 1284 f, where two 
instruments are mentioned (since the Sirens are two there), 
the lotus and the lyre; Pi. Parth. 2.13 is an allusion to 
the lotus. The lotus is taken from the Egyptian cult of 
the dead. In Art they are represented with instruments 
such as the lyre, the pipes, the tympanon and the clappers23. 
. I. 
The instruments mentioned here are three: the Libyan flute 




not compel us to take the number three as the number of the 
24 
Sirens. Their 6evos here and association with Persephone 
imply their haunt, which is the lower world. In Od. 12.45 
they are 
d 
va-%, iv at 12.167 an island is 
mentioned as their haunt (viZcrov XfiAT%, voLL: v ); in Argonautica 
1284 we have: o. ro cstoc\taou vt. 6öEV-toS ; in Hes. fr. 27 
the name of the island is öecrcrcý,. But the Sirens of 
our literary tradition are not the Chthonian ones. As 
Weicker says (op. cit., p. 8): "Seelen und Totesdämonen 
gehören ins Grab oder in die Unterwelt. An beiden Orten 
sind die Sirenen zu Hause .... ". For the form of the 
goddess's - name (6EPcrEc6accro. ) see RE 19.1, s. v. Persephone, 
i. - 
945 and Collard in his Commentary on Eur. Supplices 1022f 
this form is also employed by Sophocles in Ant. 894. The 
adjective iövLM, is generally taken in association with 




In some cases it is taken metaphorically; cf. Eur. P= 
1030 (axEa) , HF 649f (6aeas) . It does not seem to me 
that 
any of its meanings applies to Helen's dirge. Her song 
cannot be bövLov . In Thes. Gr. L. s. v., we red about 
Euripides' employment of this adjective: "modo de eo 
dicitur quod caedem efficit, modo de eo quod caede efficitur 
s., caede pollutum est". This epithet is employed of certain 
deities: cf. Eur. Alc. 225 (ýýýSas ), Med., 1260, (1 ? %. 
V ). 
Med. 1390 (dik4). In Soph. OC 1690 'htý, Zras is also called 
d)O Los *In O. h. 29.16 is said for Persephone: .... ka. L 
% 
no. VTCL bovEUKS . If the metre allowed it here, it would seem 
that this adjective applies to Persephdne and consequently 
we should change it to cov(a. Although the metre in this song 
is in a peculiarly Euripidean style and the text has been 
sketchily transmitted (cf. Dale in her Commentary on 
-53- 
He lena, pp. 76 f), the metre does not allow such a change. 
Thus, we have to keep by La. as it is, and accept it in a 
specific sense. Kannicht translates it as "Totenklagechor" 
(with Vovße a. Campbell as "funeral", Terzaghi as "di 
morte" (see their Commentaries, ad loc. ), and Dale as "songs 
of blood". Paley comments: "she wishes she could convey 
to her relations in Hades (i. e. those who have died by suicide, 
to whom the epithet JövLcx alludes) a. song or dirge of the 
dead". He translates d6&LcL as "death-strains". The haunt 
of Persephone is called a- vvyta. . In other examples 
we find the noun 
wk. 
ata. (cf. The. 974, Bacchyl. Ep. 5.59). 
The adjective vviLos employed of places ("dark as night", 
"gloomy") applies to the sea: cf. A. Pers. 953) Eur. Med. 
211, Andr. 1224. The sense of-darkness is also found in 
The. 974: "s t' 
Qr. ý>os The 
second part of the hymn is a peculiarity; instead of invoking 
Persephone directly to send the Sirens to her (as is the 
case with. Epaphus in Pho. 676), or to dedicate the whole 
hymn to the Sirens, the poet divides it into two parts. 
Both the klesis and the prayer in the second part are in the 
optative. It is the nature of this kletic hymn that an 
imperative could not be employed, since we have no direct 
appeal to Persephone whom the fulfilment of the appeal for 
epiphany of the Sirens depends on. For this reason the 
klesis is reinforced by the particle 
ELSE 
. The first part 
i-s built according to the 'Du-Stil'; the second according 
the 'Er-Stil'25. There we find one invocation of the 
26 Sirens only. The epithets employed of the Sirens do not 
-S4-- 
suit the subject of the appeal directly (see above, p. 4 ). 
One of them is ovox" Sc. naoý J(r t-eoböP04 ). The epithets 
stand next to each other in asyndeton. Certain of the 
elements which a kletic hymn may contain are here implied 
by certain expressions: their haunt, the reason for the 
invocation. Nevertheless, the traditional features are 
sufficient. It is the nature of the beings invoked and the 
purpose of the appeal which restricted the poet to compose 
an entirely traditional and solemn kletic hymn. The Sirens 
are not goddesses and they had no important cult (in Strabo 
1.22,5.247`we read of an LiTov of the Sirens). Since our 
passage is the prooemium to a dirge, we have to compare it 
with other kletic prooemia and not with kletic hymns. In 
epic poetry (including the Hom. hs. ) the invocations of the 
Muses are very short-(with the exception of I1.2.484 and 
the prooemium of Hesiod's Theogonia). The Muses are 
invoked to sing the poem (E r, ETE , 
EvvEnE äýKSE j, 
kvEL 
, 
etc. ), onto help the poet to narrate an important part 
(not at the beginning of the poem). Cf. the Schol. on Ii. 




SEZV E6Vý1ä v'CO 
K. cýiºhv Yä, S "oüttaS 
wCOL. 
To °JKoV ws tRtKOUPW 60%j 
aýYoi. S It is only in Hes. p. 1 f and in two Hom. hs. 
(19 and 33) that the Muses are invoked to come and sing. 
In Lyric poetry we find such invocations at the beginning 
of. poems, which are either kletic or not; in three of the 
, inscribed cult-hymns we find kletic prooemia (Paean 
Delphicus 1, Limenius, Ep. h. to the Mother of the gods). 
in all three examples the appeal contains a demand to the 
Muses, "sing", and we find certain traditional hymnodic 
-, 55- 
I Of features: epithets, their haunt, their pv os, etc. In 
our passage, although we find some hymnodic features, we 
do not find a specific demand27: this is implied by the 
expressions Exouýaý """" 
voxa. 5öi. 9 )c*.. ý. ovcs . a. 
Setw lcrt- 
ývýS a Here the case is not absolutely the same as 
in the hymnodic prooemia; Helen does not need inspiration 
and aid only, ýbut she also needs fellow-mourners, whom the 
queen of the lower world is competent to send to her. Our 
passage closer to the kletic hymn in Ar. Ach. 665: 
invocation' with klesis and specific attributes of the Muse, 
and a request phrased with a participial clause ..... 
'bo, ovcra ). Another difference between our passage and the 
traditional prooemia is that it is separated from the rest 
of the poem. 
Vocabu1ary-Style 
Of the sacred vocabulary we find six words: 






º i1aýä. ýcý . 
In vocabulary we observe the following: we find three words 
of which Euripides is our earliest witness: ctüro-xa. (also 
in Bacch. 160 ff, in association with an instrument too), 
r 
c" )avos as 9PµvV. V. a, (also in other Euripidean passages) ir 
an adjective (also in Hel. 1164; cf. Thes. Gr. L. s. v.: 
lacrimabilis) ; some epic words: JEäVISES , 600S 
It bEv 
I JV7Los , ö)ºö&. EvoS ; one heavy compound: c1LEQobö 
01 OL . 
The style of the'song is elevated to a'small extent . 
Qrnamentation is not rich (we find six adjectives and one 
metaphor: ctwo-Xa. - oitPua. , i. e. their instruments). The 
common hymnal stylistic techniques are found to a small 
extent: we find four epithets, one participle (which is 
- 
S( 
part of the demand); the article occurs once. 
***** 
To sum up, as a prooemium to a song, it sounds 
like a solemn appeal. In structure the parodos of the 
Helena is unique-in Greek Tragedy, with the probable exception 
of the parodos of the Hypsipyle (see Bond, pp. 61 f). In 
some other tragedies in which theiparodos is an amoibaion 
between the hero and the Chorus (see Kannicht, p. 59 and 
Bond, loc. -: cit. ), we commonly find a dirge and the Chorus 
showing their sympathy with the protagonist. But it is only 
in the Helena where we find an appeal for divine aid with 
30 
, the dirge, in the form of a kletic hymn A different type 
of kietic hymn is found in the monody of Electra before the 
actual parodos of the Chorus in Soph. El. In A. PV we have 
an apostrophe to certain elements of the natural world and 
then the Chorus appear, consisting of Nymphs, who represent 
one of the elements apostrophized. In our play Helen's 
appeal is followed by the approach of the Chorus, consisting 
of women, who respond antithetically to her monody, as 
Paley observed in his Commentary. The Sirens regarded as 
winged and having a musical character, were apparently 
identified with these birds, which sing; Euripides in two 
other instances makes his Chorus appeal to birds in a 
similar case (see above, p. (4)31. The answer to the 
question in the cleowsö5 is the following appeal. There 
i. s a parallel in Pi. 01.2.6. The appeal to the Sirens 
appears to be suitable to the context, as Helen is struck 
by the news. The selection of the divine beings invoked 
is well justified, as has been shown above. In the sequel 
_S-i_ 
Helen utters her dirge and also received (rVVONC, 
0.4oa 
and ýou6c-ti«. 9eß vw Lc a-c. ! uvwSa, by the Chorus. Thus, 
Persephone receives the promised mournful song. The song 
is a prayer rather than a hymn; it is a personal prayer 
uttered at-the moment of a great grief. 
HELENA 1495-1511* 
Introduction 
Helen has persuaded Theoclymenos to allow her to 
sacrifice to her "dead" husband in the sea. After the 
prayer of Menelaus to Zeus and the gods for help (11.1441- 
1450) there follows the third stasimon which is a 
propemptic to the departing heroes, who have left the stagel. 
It concludes with a kletic hymn to the Dioscuroi2, in 
sixteen lines (ant. b), calling them to appear from the 
heavens and escort Helen back home safely, and thus to 
restore her reputation (cf. also 11.1291 f). 
According to Menander (pp. 395 ff) there are many 
kinds of propemptic speech addressed to a departing traveller. 
Of the items which such a speech may contain, we find two 
here: the mention of a sea-nymph (raýýºcýta. ) and the 
ä 
concluding prayer (our kletic hymn), which, however, is 
not 'a prayer for every blessing on the departing person 
(see Menander, p. 399). This propemptic is divided into 
the following parts: a) apostrophe to the ship, in which 
q. fair voyage is predicted; b) 
(here the Chorus turn to Helen); 
description of destination 
c) a wish of the Chorus 
* It is not examined by Knoke. Haldane examines 
the whole stasimon, but she does not observe that it is a 
propemptic. 
-58- 
to accompany the trip; 
message to Sparta; 
Euripides we find 
in Med. 759, c'F. a .r- 
have come down to 
Gr. L. P., p. 210); 
Gr. L. P., p. 190), 
appeal to the cranes to bring the 
d) appeal for divine help. In 
(lyric) propemptic to departing travellers 
tso... 
_ -TT Other propemptics which 
us are: Od. 15.111 ff, Sapph. 5 (cf. 
17 (cf. Cairns, pp. 226 ff) ; 94 (cf. 
The. 691 f; cf. also Ps. Erinna, Athen. 
6.283d. Soph. OC 1556 and Eur. Alc. 741 are farewell songs 
to someone-who is going to Hades. Another type of 
propemptic'is Ar. Eq. 498. Our propemptic is uttered by 
the Chorus, consisting of Greek captive women, on behalf 
of the heroine of the play; they are expressing their 
sympathy with her. Although it is uttered by inferior to 
superior it is not an encomium of the departing person 
(cf. Menander, p. 395); nor is it schefliastic (cf. 
Cairns, p. 220); this is not an ordinary voyage; it is an 
escape and the end of a misfortune story. What matters in 
this case is a safe journey back home. The invocation of 
the Dioscuroi comes naturally at the end of the propemptic. 
First because they are Helen's brothers3 (cf. the noun 
cru666vov and secondly because they are the saviours of 
men in all emergencies and in particular on the sea4. 
This function of the D. is also mentioned in other Euripidean 
passages: cf. El. 990; 123$fFj 1348; Or. 1636. According 
to the myth the D. saved their sister Helen on another 
Occasion in the past, when Theseus abducted hers. In 
Stephanus Byzantius we read about a second intervention of 
the D. to carry Helen away, when Paris abducted her. The 
b 
appeal to restore their sister's reputation is probably an 
- Sq - 
allusion to I1.3.236-42, where Helen speaks about their 
absence from Troy: either they did not follow the others, 
or they came to Troy but they have no heart to enter into 
the battle for fear of the words about Helen's shameful 
conduct. Appeals to the D. are made in the hour of a sea- 
storm (cf. Hom. h. 33.6-17, Alcaeus 34.5 ff, fr. ad. 1004 
PMG). Our kletic hymn is not uttered on an occasion of this 
kind, but before the departure of a ship. The appeal is 
not to appear as saviours in distress at sea, and this 
specific'fuction of the D. is nowhere explicitly mentioned 
in our song (with epithets or otherwise), though it is 
implied by certain expressions (see below). Apart from 
naCeES no other epithet is employed for the D. here. 
. Appeals to the D. which have come down to us are: Alcaeus 34 
and probably fr. ad. 1027c PMG (the epithet ýwt'. n. PES 
indicates their function as saviours, see below). It is 
worth mentioning that apart from our kletic hymn there is 
no other appeal to the D. in Greek 'Tragedy. 
Structure 
Part i: the hymn starts with the klesis, in the 
optative and the particle nor (we also find the klesis at 
the beginning of a kletic hymn in Sapph. 2, Alcaeus 34, the 
prayer of the Elian women, Philodamus, Ar. Thesm. 1148, 
O. hs. 34,45; this is the only case in which we have the 
particle Hott. with the klesis)7. There follows the manner 
, 'of their journey phrased with a participle and the 
expression tncuoJ olýkov (see on Ion 452, p. 3i. ; here 
the journey is precisely indicated: "riding on horseback"); 
in this participial clause we have the area through which 
- Go- 
the D. are believed to appear (Sc CLZb"ePos.... iºa. ý, c-tPwý 
ý QW4 )R ýýaaaU6vv : see on Ion 452, p. 3S .. Here, 
however, this does not imply their haunt, see below). Then 
we have their name, which is their second patronymic, and 
an epithet (in many other kletic hymns the name of the god 
is not at the beginning: Alcaeus 34, Soph. Ant. 1115ff) 
Limenius, Aristonoos 1, O. hs. 18,36,56,75; for invocations 
by patronymic instead by name see on Ion 452, p. 3. % ; in the 
case of the D. their patronymic has become one of their 
names, see below). A relative clause comes next, referring 
to their haunt: cf. also Hom. h. 24, Ananius 1, Pi. Oith. 75, 
Soph. Ant. 1115, Ar. Nub. 595, O hs. 40., 56, etc.:; then we 
find a predicative epithet, which is associated with the 
klesi5 and form together a prayer: t&ö, koL. 1E .... ýu, ýtH. eEs 
(cf. also Tim. Per s. 204, Soph. OT 159, O. hs. 14,48). A 
second klesis follows in the imperative (in many other 
kletic hymns we have a second klesis: cf. Hom. h. 24, Soph. 
Ant. 1115, Ananius 1, Ar. Ach. 665,. E 581, The sm. 1136, 
O. hs. 11,27, etc. A change in the*mood of the second 
klesis : °T, also c5u. Lurs in Ar. Thesm. 1136, O. hs. 27,67; the 
verb eru. m does not appear to be common for a kiesis; cf. 
also Hom. h. 24 and O. h. 48). This klesis is associated 
with a participial clause ( nE: kLnNreS .... ) indicating the 
required manner of appearing from the heaven, and they 
form together a prayer; we have the same in Ar. Ach. 665, 
Thr esm_ 1136. The transition to the second klesis is 
achieved without a particle (cf. also Hom. h. 24; in all 
other examples we either have a new invocation, or the 
transition is achieved in various other ways). Here we 
have the place which the D. have to manifest themselves 
in, in the accusative, and a short description of it (soe 
on Ion 452, p. 3. ). The first klesis is a demand to leave 
their abiding place; the second shows the place they have 
to visit, since they are not appealed to to appear in front 
of the persons who utter the prayer (such is also the kletic 
hymn in Eur. [RhJ 224). 
Part ii: the prayer follows the long epikiesis 
and it is: phrased with an imperative; the prayer is short 
(we also have a long epiklesis and a short prayer in Sapph. 
17, Anacr. 357, Paean Erythraeus, Soph. Ant. 1115, Eur. Ion 
452, and all O. hs. ). The transition to the prayer is 
it 
achieved by the particle 6. 
Part iii: the Begründung is not in the middle 
but it follows the prayer, since it is the reason for the 
prayer and not for the invocation: this is implied by the 
noun crqtövov which appears in Part II, and shows the link 
between the D. and the person they are appealed to to help 
(see on ion 452, p. 33 ). This part is not a separate one; 
it is introduced by a relative pronoun referring to the 
noun VtQxJKav , which appears in Part II. The actual 
reason for the prayer is phrased with a participle 
COOK, 
Eýýoücra. "for she had never been to Troy"; see also on 
Hel. 167, p. 41 ); but the relative clause as a whole forms 
a new part of the kletic hymn: it contains in brief the 
ynhappy story of Helen, which must now come to a happy 
outcome. The transition to this part is achieved without 
a particle, since it is not a separate part (see on Ion 452, 
p. 3'f ); in some other kletic hymns we have the reason 
-61- 
0 
for the invocation - not for the prayer - phrased with a 
_. 
(Z - 
relative clause: Sapph. 17, A. Sept. 140, Soph. Ant. 1115; 
cf. also I1. "10.278, Od. 2.262. 
In Murray's edition the punctuation in the epi- 
klesis is as follows: tý. 
cao%1 
TE .... 7 . nca)%j OC t1wv 
ün 
ä. QI%xULc. t"j ' o% va, 
LEt' 
oveävLOV cswtvti. e&S 'TLS 
pavKa4 Enu. -c' ois'1, ti. a. .... The epithet crw, cwees stands in 
association with the first klesis here (see above, p. Z3 ); 
the D. are invoked to appear through the aether; the 
EuripideäÄ conception of them is the divine one (see n. 2), 





oveaýi, viot, (see below). Thus, the 
punctuation is better changed as follows: ýö'ýovt(, ... " 
vct 1 a. 
rEI `4 /II »GU, W of %JcLLEL ovea. VLo(, )C WY ES i&S 
E)EVas 
after it we pass to the second request. Dale in her 
Commentary comments on c'LOa u. ow : (it) "must with Murray's 
punctuation further define the horsemen's course; usually 
it is taken with the following relative clause "who dwell 
in the heavens under .... ". The second is preferable". 
Kannicht's text is as follows: tu oLtC- .... 
i. -.. EV0L, .... 
%+a. t. ý. newv a. or-[eu3, j ücýti 611 60k))a,. c-LV 
ö 
ýoveävLoL) 6wtw. PES 
Both Dale and Kannicht associate the 
haunt of the D. with the expression ýaýn? Z sJ O wý 
ufl 
CLt) CL. crLJ ; ovemvöS in this case is not the sky (see below), 
but the D. appear through the aether, and this expression 
is associated with i. 
ý 
vot. , after which no punctuation is 
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Examinationof -t heelements ando the rmaterial 
The D. are not invoked by their names, but by 
their second patronymic; this was their name in the Laconian 
cult, 
8 
and was the name by which they were originally 
known. 9 Tvv 6Q.? 
t 6c. L is found in Hom. hs . 17 and 33 and it 
is the name commonly employed by Pindar. 'In our song 
Euripides employs this appellation presumably in order to 
stress their kinship with Helen, since she mentioned 
Tyndareus as her father (1.17). 10Tla25ES must be taken as 
a descripti, e epithet and not simply as a common expression 
of origin. We find the same epithet in Od. 11.299 and in 
other Euripidean passages (El. 1292, Hel. 1680, IA 1153). 
The D. were always thought of as young figures; 
11 this is 
implied by the epithet KoüeoL (cf. Hom. h. 33.1,12 Alcman 7, 
Eur. El. 990, Hel. 137; 638), and r)cZ must be taken as an 
equivalent to it. Another traditional epithet of theirs 
is found in our passage: crLo%%Z, es (see further Kannicht, 
ad loc. ). It is not employed as an -epithet of the D. here, 
but it is proleptic and is a part of the prayer (see above, 
P. 60 ); cf. also Philodamus, the refrain-prayer ncuov) 
A. Sept. 520 ( arwxw 
EvoLý; ä, 
' ZEDS Cho. 2 e eý 
(cw 
.e 6EID VOL Plato, Tim. 48d (ýEöv .... 6wt fCL """" 
enýk-a. ýEctäýot. ). They are invoked to appear at the sea 
riding on horseback. Their association with horses is 
old. 
13 In Thebes they were given the cult-name ýErvkw 
'-r e rlwaw 2uc. (cf. Eur. Antiopel fr. 48.98, Kambitsis, FHF 29, 
Pho. 606; cf. also Pi. 01.3.39, Pyth. 1.66). Riding on 
horseback they were thought of as appearing and helping men 
-GS- 
in sea-storms and in battles. 
14 In Art they are represented 
with horses. 
15 The manner of their journey from the 
heaven (tn ftoJ oiVov `Sý aIt Qos 
)e 
1ot* ) probably 
implies "come on a chariot drawn by horses" (see on Ion 
452, p. 40 ); for the use of Lnnot. as equivalent to 
cf. I1.5.328; cf. also I1.16.148, Pi. Pyth_ 2.11; 
in Stes. 235 Poseidon is 
'(gnwv 
n fOTavLs and in Pi. Isth. 
1.54 he is ä. Q&. 
ä, 
-rwv CnnoýQý.,. oS. Such is apparently the 
case with Pi. Hymni 1, fr. 30(6) : x? ußEc . civ tnnot. 
S 0000 
ä, &ov cf also Soph. Phil. 400, with the Commentaries 
of Campbell and Jebb, ad loc. In Art we have the D. with 
chariots (see above, n. 15). 
16 Their haunt mentioned here 
is the heaven: oL vo-4.0 oü, 
ä. 
vLot, (cf. also Eur. Hipp. 
51, -tä. ß btös aueavnäv , Su 1.1174, 
oL 
T. -1 cv ouPovuJ 0% 
It 
El. 482, oüPavýSaý ). OüPavcs in Greek poetry, 
when associated with the gods, is Olympus, their normal 
haunt: cf. I1.17.544, Pi. 01.14.10, Nem. 10.58; 88 
(cf. in particular 11.84; 88: the passage refers to 
Polydeuces), Ep. h. to the Mother of the Gods, 1.2. Cf. 
'; also Mag. hs. 11.5 (to Apollo) Zý E ýý` .... aLrti oueovºcýEJ .... 
17.97 ' -rwv 
&v CXJ? avw' GJ. In our passage this is also 
implied by &%c%&v (cf. also Bacchyl. Dith. 17(16). 55, to 
Zeus: n? onEý. rt, ' cý, rti % oü. voü toä. v .... 
. c-cPanäv) " This 
implies the divine conception of the D. In other instances 
their haunt is the Pelopon. tse)ý and in particular Therapnae, 
a, nd this implies their heroic conception17 (cf. The. 1087, 
Alcman 7, Alcaeus 34, Pi. Isth. 5.33). In O. h. 38 
( kou r)., v ), 11.21 ff, we read : 
18 c iwü ý 5> 2t 
cTKo? 
oý 
&ZToC) (nvol. a2 cLcaoL, 6vxor c 
, 
ol. cß, 6poE -tc 
`c -rb Ka, 
L 
oýýcýivýoý SýSvý. oý ýc. ýK, t, ýEsýý cv ýOýüýuaý I Eýrývoot, 
ý ýýSýoý 
-G6- 
crwc'&? L0L. V(- neocrWvKs ; this recalls the invocation in 
our kletic hymn; here too, oüPcLJLok. is in association with 
Olympus. The verb used in the -relative clause - v«. l-crLV - 
is a traditional verb for the god's haunt: cf. Aristonoos 
1.2, Limenius, 1.3, Soph. Ant. 1115, Ar. Ran. 324, O. hs. 
38,40,56, etc. The D. appear as stars in their function 
as saviours at sea (see below). Their haunt here is not 
among the stars, but it is Olympus, as shown above. They 
are summoned to appear through the whirling stars. In the 
Euripidean conception of them, what is apparent is the 
19 2 belief in their stellar character: cf. Hel. 140.0 
Here we have an allusion to this conception of the D. and 
not a mention of their abiding place. In Hom. h. 33.13 
they appear la-JN. c%. nt 
opfre 
, 1; L' aZb 
eos ä: k. low-res 
(cf. 1.1496 in our song: ý- cuW 
PoS ). The D. 
according to popular belief, were identified with the first 
star which appears in the sky after a sea-storm, and this 
is why the element of light in their nature is often 
stressed. 
21 
The stars were one of the D. 's symbols in 
later Art. 22 Cf. also Hesych. s. v. btoev-ov? vC """" Kct. 
CL-Crr 
eEs 
r ot- -roil Vcun ,a koV. EVoI. s 
Ac. Lvö&-EVOL. Neverthe- 
less, our kletic hymn is not an appeal in a sea-storm; 
the D. are invoked to escort Helen's ship and secure proper 
winds to the sailors, which means a clear sky. O. h. 74 
(to Leucothea) recalls the epiklesis of our kletic hymn: 
ý"o)ýs Enaf w6oS Ecvýa. v WCF%, V Eti EvcsEaVots äwZK. PLoS ... UDTou. 
s 1% 
tt 
6V cºoV'tiwl. 'l0. v6l. 
ýýO 
V ovpoNJ It 
V 
oura . 
Cf. also O. h. 75.6 ff: rlovzotlti, voýs 
` 
c 1. vCk'Ver v -V Et- 
`JºWVGS EVofj'l" , &CL. lVO\J. L-,! oV ýTW'(t1p ýOVýJCS ÜVv1. TCl. s 
Ä. 
11LL_ 
ýoývKýI `evöýEVos ýývývw Xcý, aýýýý. ýä The kletic tloýtov oý ýýcýt, . 
-c, - N 
hymn is built according to the 'Du-Stil'..,. There is only 
one invocation of the D. Certain of the elements which a 
kletic hymn may contain, and in particular a kletic hymn 
to the D., are implied here by certain expressions: their 
attribute as horse-riders by Lnnwv o1ttov ...., their 
function as saviours 'on the sea by the epiklesis ý. 
o'aovtE 
"""" dwtweES Envrf. "".. nZyuno\m ; the reason for 
the invocation by the noun ctvarövou . The D. are not 
invoked by-their names and though they are oü? c JLoL, their 
divine parentage is not-mentioned, as commonly in our 
literary evidence. We find one epithet only which has no 
relevance to the occasion. The Begründung is not in the 
middle; it is a fact, because-of which divine help is asked 
for. Nevertheless, the traditional. features are sufficient 
and the appeal sounds like a solemn appeal, though the 
beings invoked are not principal gods. 
Vocabu1ary-Style 
Of the sacred vocabulary we find six words: 
rr 
ý. oaoýtE r t1at c ýaxEtE ' oüPcivI. ot, ýw'CM. QFS ' f1E o Jt&S " 
In vocabulary we observe the following: we find one word 
for. which Euripides is our earliest witness: kvavöxeoos 




16aCL%mös I cloaLös ; one heavy compound: 
K -cPoa. . The style of the song is not elevated. Ornament- vavö 
ation is rich: we find ten adjectives, four of which are 
onamental: 01 We ,, r 
ao- 1PwJ 
CW 
KajojceoaI- cloiýlu- " 
also find one metaphor: ýa eZ;, v c 
rTeov üci cý, ýaýlauQýJ . 
The common hymnal stylistic techniques are found to a small 
extent: we find one epithet, two participles which imply 
- Gg- 
the function of the D. as saviours at sea (both are parts 
of the appeal), one relative clause. The article occurs 
once: -ra. s `Ea*vos . Proper names for the most part do not 
require the article. 
23 Kannicht emended it to Q, ä. 
1.24 
Euripides uses the article in kletic hymns; he also uses 
it with the names of gods, even in lyric: cf. Tro. 252, 
Bacch. 155; 375; 403, etc. ; for his audience Helen was not 
a mortal woman. She had a cult and was worshipped as a 
goddess ii'-Laconia; cf. also Hel. 1666 if. 
"******** 
The whole stasimon as a propemptic to the 
departing travellers is perfectly suitable to the context, 
as is also the kletic hymn which comes at the end of the 
stasimon. The selection of the divine beings invoked is 
well justified. The song is a prayer rather than a hymn, 
and it is a purely poetical appeal. As a response to it 
the D. will appear 'ex machina' to ensure the fulfilment 
of the appeal. 
25 
What they say, shows: a) their link 
with Helen (cf. the noun (rogovov b) the safe trip of 
Helen's ship (cf . the demand n noot&-S .... ) ; c) their 
presence at sea on their horses during Helen's trip (cf. 
the demand tnntov ot, wv .... ) . These recall and verify 
the fulfilment of the Chorus' appeal: 
26 
cýaaö Se 6E 
rY C' ýtcdKOOOý 1. a. ýoZ uv, 
ö 
S. A o. fotE' 
E 
t. K. WJ GýEvv1v uý 
a I\ \ ýI l ýý .. l VA. cºtbEv(E QouS of-ous 
t. 
""" cvýk°vu? Eýth. ýEXw' 
1 
ýitEiv w 
tjöQet caw c1v6ü cý, 
Ebbt' 
oýPto\J ' mow--' -P 
S' KkEi. S Qw 
Ka. ýsýývwtw StRýw fl o'J T1ýt. nntüovte r1E . )ok* / týä, Týý . 
Thus, the appearance of the D. 'ex machina' appears to be 
well justified. 
27 
The association of the D. with the 
-419- 
heroine of the play is especially mentioned before the 
appeal of the Chorus, at 11.720 f., which recall the end 
of our kletic hymn. 
PHOENISSAE 676-689* 
Introduction 
After the unsuccessful attempt of Iocaste to 
reconcile her two sons, the battle is about to start. The 
Chorus, cönsisting of young Phoenician maidens from Tyre, 
the_homeland. of Kadmos, are struck by what is happening 
and they sing the first stasimon on Theban history; it is, 
in fact, aeulogy of Thebes, which was founded by Kadmos. 
This city is in danger; although the Chorus are not Greeks, 
they have some relations with it: cf. 11.244 ff. Their 
song concludes with an invocation of Epaphus to come to 
this land escorting Demeter and Persephone. The kletic 
hymn, in fourteen lines, is the epode of the stasimon. 
It is not a personal prayer. Apparently the Chorus are 
showing their sympathy with the city of Thebes, although 
they are not its citizens. The emotional situation of the 
Chorus is different from that of the Chorus in A. Septem, 
who are Theban citizens (again, they are women): their 
appeal for divine help to the no, %oüxc .g EoL 
in the 
parodos of the Se tem has nothing in common with our appeal: 
it expresses. horror. Our appeal expresses sympathy simply. 
For prayers on behalf of the nöaýs see Keyssner, p. 156. 
It is natural for the Phoenician women to call on their 
* This kletic hymn is analysed by Haldane only, 
not by Knoke. 
-? o- 
ancestor Epaphus, who is also Kadmos' ancestor. There is 
a link between them and Epaphus; he is the son of their 
ancestor Io (cf. *röi neoviioeos IIoüs clot' 
e9ovo% 
; 
there is also a link between Epaphus and Thebes (cf. "L 
Vol E40voL, kzI6av ); finally, there is a link between 
them and Thebes because of all of these; thus their attitude 
to appeal for divine help on behalf of Thebes is well 
justified by the specific invocation of Epaphus. He is the 
son of Zeüs, he is a divine being, but he is not a god; 
l 
thus the help of principal gods is here necessary; Epaphus 
cannot save Thebes directly; Demeter and Persephone can do 
it, to whom Thebes. belongs (cf. 1.687). The cult of the 
two Thesmophoroi was of great importance at Thebes, and 
Demeter 8Gcr"i61 oeos had a sanctuary on the Kadmeia. 
2 It 
is under their function as Thesmophoroi that they are 
invoked here, and this is indicated by the epithet 
cf. Thes. Gr. L. s. v.: duo habens nomina. The Schol. ad 
loc. refers to their second names rw and 
öew; but in 
their conjoint cult Demeter and Persephone had a second 
name, BEcsý. oboev, ') , and this is also mentioned by the Schol. : 
%P6 t. 'Süo o3cscu, '&-vt, oJö , cý xPwýP cu. The two Thesmophoroi 
were interested in political order and the law-abiding life, 
3 
as well as in family life; 
4 
all these are at risk in Thebes 
owing to the usurpation of Eteocles. Demeter is the 
goddess of agriculture, of the Thesmophoria and the 
Eleusinia, and consequently the goddess of prosperity. 
5 
She offers all blessings in life (cf. O. h. 40.18 ff); thus 
she is especially concerned with peace (cf. O_h. 40.4). 
Her functions are indicated here by the epithets fla tol 
--II - 
It 16 a. ia. (rvor. " navtwj 
tl rä. -,?. Los. The best-illustration of " 
what the goddess Ge can offer to a city and its people is 
Hom. h. 30. In the preceding part of the stasimon Thebes is 
described as an exceedingly fertile land and prosperity 
should be the natural consequence of this. 
7 The Schol. 
comments on 1.683: " LE 
Q, J e AN. ýýteoi T1kv BWPOKv E-Znt%j 
A 
K. 1lä. To CSK Rov ZnKSK. rk o. Tcý. 
EK 6; %s 
buc \A V0. ' 
Qi. 




f'ý:, rrU/1 ,1c TO-% Ea. S rOVTCkS 60,4E V-1ccrvow Ickv Roaty. tt, a-v Kb-V o1. 
ä. vO. 10xE tES ýK. ý%c evonxoL. at tco. ecloto .... ". The t.. 
epithet nv? boeovs applies to the worship of the two goddesses 
(the Eleusitia and the Thesmophoria), to which torches were 
a general accompaniment (on this cf. Hom. h. 2.48; 61 and 
Ar. Thesm; 1151)'. The Schol. ad loc. comments: to Eng ßäP 
4 1( o. l Toü Twd nob ýý öTpct. r4W. t05 
ßlä. Tov ýw clotü. c O. 
4A&u. 8 
TO7%) C TO) c 
Jr ,R The two 
Thesmophoroi had no martial character, and Haldane wrongly 
accepts a . warlike aspect of Demeter at Thebes 
(on this see 
A. -H. -S. on Hom. h. 2.4). 
9 It is worth mentioning that 
in the parodos of A. Septem these two goddesses are not 
included in the list of the gods invoked to protect Thebes 
against the enenmy. In our passage the appeal is different: 
locaste has failed to reconcile her sons. At 11.586 f. 
the Chorus pray to gods; at 11.497 f. the Chorus do not 
blame Polyneices for what he is doing; cf. also 11.256 ff. 
There is also a link between the Chorus and Argos (cf. 1. 
291), which is the homeland of lo. On the contrary the 
Chorus blame Eteocles; his deeds are an offence to justice 
(cf. 11.526 f). The Phoenician women are concerned with 
-"Il - 
the prosperous city of Thebes itself, which was founded by 
their ancestor. The two Thesmophoroi can ensure prosperous 
days to this city, and thus they must help it at this 
critical moment. But how? Their demand does not tell us. 
The no? 69oL. cdh-oü of the Eleusinia and the Thesmophoria 
are concerned with prosperity and blessings only. 
Prosperity and fertility are inseparably linked with peace 
and justice: cf. Hes. Op. 225 ff, Hymnus Curetum, 11.37 
ff. For. the association of Homonoia with Eirene and 
Demeter, see ML 3.2, pp. 2075,2078. 
c 
What attracts our attention in this stasimon is 
the repeated reference to the land of Thebes: - 1.638, 
ýä"/ 1t $ 1.645: Ja. .... , 1.649: 
1-Am. 
.... , 1.681: 
Tä SE ßä, q , 1.688: This shows how much they 
are interested in the city itself. It is worth mentioning 
that, though the Chorus refer to Dionysus, who was born in 
this city (cf. 11.649 ff), their concluding appeal is not 
for him, but for the two Thesmophoroi. What matters for 
them is not how the enemy will be expelled, but how Thebes 
will continue to be a prosperous city. The epithets of 
the two goddesses indicate their principal character as 
Thesmophoroi, and in the case of Demeter her principal 
functions (see above) : gw3quV, o%. , nýeý 
Pous ý Lc % ncl(w 
äý. va. laa. , nCA. "J'cwv i"ä, -rpoböS Thus they suit the subject 
of-the prayer, which is an appeal on behalf of a city whose 
; prosperity is at risk. The Phoenician women hesitate to 
address the two goddesses directly, because they are not 
Greeks, and thus they address their ancestor Epaphus (as 
in Ion 452 the Chorus hesitate to address Apollo, for 
--73- 
different reasons, and thus they address. "their" Athena). 
Epaphus is not invoked under a specific function (he does 
not have one). He is simply invoked because of his link 
with the city and the Chorus. Thus no epithet is employed 
for him to show his attributes or functions. Such is the 
case with another appeal to Epaphus in Greek Tragedy (A. 
Suppl. 40); he is invoked to help the Chorus themselves, 
because of his link with them. These two examples are the 
only appeals to Epaphus which have come down to us. In 
both examples the reason for the invocation of Epaphus is 
indicated by the expression of origin on his mother's side. 
Conjoint appeals to Demeter and Persephone which have come 
down to us among our evidence are a few only: Ho= 
2.490, ff (for blessings), Carm. Conv. 885 (a thanksgiving 
prayer for gathering in the fruits of the earth with a 
specific demand to protect the city), Ar. The sm. 282 ff 
(he prays for blessings and wealth for his "children"); 
1148 (an invitation to join the Thesmophoriazusae). Our 
kletic hymn is the only prayer to the two Thesmophoroi in 
Greek Tragedy. 
Structure 
Part is invocation of Epaphus at the beginning 
with the pronoun 
ir& 1ýý (see on Ion 452, p. 30 his p ov s 
on his mother's side with an expression of origin (see on 
Hel.. 167, p. 49 then his name in the accusative (see on 
., 
Ion 452, p. 30 followed by the mention of his &c-ývos on 
his father's side, with another expression of origin and 
the exclamation w (we also f ind the god' s ýývcs on both 
sides in Alcaeus 34, Soph. Ant. 1115, Aristonoos 1, O. hs. 
-lgq- 
29,30,43,70,76, etc. ). There followg, a verb of 
summoning in the aoristl and the exclamation Lw (see 
l 
further above, p. -4 , n. 15 ). Then we have the klesis 
in anadiplosis (we have the same in A. Sept. 106; 109; cf. 
also Ar. Nub. 263 and Thesm. 1148 with different verbs). In 
some other kletic hymns we have anadiplosis of the name of 





zoweE , Soph. 694f#" 
IN If 0%. qua ýw ilav-, foxy ,Z 11-of 
l1-'-v Ar. Ran. 324: 'Za. ºcx' w .... 
'fLa. kýc PM 7.330: o'aý"E 
äý 
E Svc. vý SH. , Z'akv 
TGAV . The form 
QxL$ 
, is not found in any other of the 
extant kletic hymns; we have the form b vE in O. hs. 6,11, 
35, etc., Limenius. The place he is summoned to visit 
appears with . the klesis, in the accusative (see on Ion 452, 
p. 31 ). 
Part ii: the Begründung is in the middle, after 
the epiklesis'(here it is the reason for the invocation; 
we have the same in Alcaeus 34, Soph. Ant. 1115, OT 159). 
It is introduced by the pronoun woL with no other trans- 
itions (transition to the Begründung without a particle 
also occurs in Alcaeus 34, Ar. Eck.. 551, The sm. 1136). The 
reason for the invocation is sometimes introduced by the 
personal pronoun: cf. Soph. Ant. 1115, Av. Ran_ 399, O. hs. 
11,14,27,40,68,72, etc.; cf. further Norden, pp. 
157. f. The Begründung is the reason for the invocation of 
9paphus (the link between him and Thebes); then we have the 
link between the two goddesses and Thebes (the link between 
the Chorus and Epaphus is implied by the noun neoV-a zoeos 
which appears in Part i: see on Ion 452, p. 35 ). 
-i5- 
Part. iii: the prayer is at the end (we have the 
same in Sapph. 1,2, Anacr. 357, Paean Erythraeus, Aristonoos 
1, and all Orphic hymns. The prayer is short (see on Hel_ 
4495 p. Gi ) and the transition to it is achieved without 
a particle (see on Hel. 167, p. q9 ). The kletic hymn 
12 
concludes with a propitiatory "sententia", which recalls 
the cvva. 6cu 6cT motive (cf. Keyssner, pp. 85 f, Beckmann, 
p. 38). This is not simply a reason for the invocation (as 
for instance is The. 11 ff :c rot, ýLW -co"vTo ß'Eä. ýs 
because it does not refer to the particular gods appealed to, 
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.the elementsando the rmaterial 
The two epithets employed for Epaphus here come from 
the expressions used to describe his origin: 
ý9o'icJ 
, ýtv0\* I 
(cf. also 11.5.813, Od. 11.236, Hom. h. 3.136, Soph. Ant. 
1115, O. hs. 32.1,57.3, fr. ad. 1016 PMG). In A. Suppi. 
- 4L -- 
43 the corresponding expressions are: 4iod nce%Lv , 
LVIV 
ne%of vov Goos . There we also have the epithet vnEenövu. ov 
which implies his haunt (Egypt); in A. PV 851 he is called 
KEaa Vos His mother Io is called neok. 
ä%.. 
3e: cf. also 
A. Sept. 140 (cýi. ' c ýcvovs neo -tine , which implies their 
link with Kypris). In A. Supp1.40 Io is called neoýo ov 
cS 
and at 1.533 she is ne%ö1ou pva. LY. 
ö 
s. For the 
expression EKäa* c. Lot w 16oä, cf. O. h. 7.2: Eoi- 
0Ls 
"'JO. Zat, 0. h. 55.28: r.. aýw ä. ýtiousý ý1öýct. ýty. 
For the expression 'CK. A. jL-ao- .... cf. A. Sept, 143 
( 2I. -Tais 6E c) ýEoý. ýýzots t ä. ý-coücýai. nEýw. Söý+. ýsýcý. ). 
Contrary to what we have with Epaphus, we find many 
epithets of the two goddesses, though they are not apostrop- 
hized directly. The appeal is, in fact, for them; the 
Chorus honour them and stress their functions. The 
epithet SLwvu tA, oL 
13 is not employed anywhere else for the 
two goddesses. For the epithet °Jemo, which is used here 
three times, see on Ion 452, p. 36 . Demeter, in particular, 
is also called g'ßä, in Hom. h. 2.1; 292, O. hs. 29.2,40.1, 
41.1. The epithet Uaos is common for gods; for Demeter 
. I. it appears in our passage and in Ar. Thesm. 286 only. 
r ,r- rl"UOV avcLcso-6_ is taken with Demeter here, though according 
to Schol. Gu.. Bar. it applies to Persephone " Lä, -r, rc ft&s 
.. is_ 
öw9eý inovs eis A 6ou cat vtZv "" Persephone is not invoked 
under her function as the queen of the lower world. 
According to Schol. Gr. Cant. I the epithet applies to 
Demeter. The epithet ä, vo. csc.. is employed for Demeter in 
Ii. 14.326, Hom. h. 2.75; 492, Ar. Ran. 387; it is only hare, 
however, that she is called no-v%wv ä. va. eca.. Demeter is 
also identified with Go in Eur. Bacch. 275 { Orphic fr. 165, 
Papyrus Derveni. 14 Demeter and Go have the same attributes 
(cf. Hom. h: 30, O. hs. 26,40). As Kleinknecht remarks 
(p. 56, n. '1) rPýbO is a term in the language of mysteries: 
c 
cf. Orphic frr 107,98-99, O. hs. 26.2,27.1,40.7,76.4, 
Ar. Ran. 886. For the epithet neobös cf. O h_ 40.7 
(9e4ct'ut aý. 1Ovr. -VZ-4 ), O. h. 26.2 (now'q» ), O_. 40.2 
( Koveozeöbý ); cf. further A. Sept. _ 16 (6v,:. tc- 
kLwtfL- , 
LL- ºkx x%k%. -r OL%Z , Cho. 
66 (-x9ovc "t oboü ) Isocr. 
4.25 
(teoýý r. a. L nat o.. tai, ý. LV-%lvj o.. Plato, Tim. 
40'6 (ýw J 
0Y4v 4et ea4 ). That is common in invocations 
of Demeter. and Ge is the employment of rs : cf. 0h: 40.7 
l, ýE ), 11om. h. (fie ntFtPaý .... cteoncfº. vtwý ), O. h. 26.2 (rcsvze 
30.1 amd O_h. 40.1 (cýcý, . 
ý, 
zKPa) ,O . h. 40.3 (rwv%o$o'tetpa. 
) , 
Orphic fr. 165 (V'. a Vxtke r 
cL, 
ww) . Here we have rlcwtw-J 
owmacto- , n0. vvA3v .... reoböS . No individual epithet 
is 
employed for Persephone here. In the Thesmophoria she had 
a secondary role. When she is mentioned together with her 
mother, epithets are commonly employed for Demeter only: 
cf. Archil. 322, Ar. Thesm. 2861 or, for Demeter mainly: 
Ho= 2.490 ff. The epithet nq-O)eot, is also employed 
for them in Ep. 821.5 (Kaibel); for Donator only in Eur. 
Supp1.260 and Ep. 153.11 (Kaibel). In O. h. 40.11 Demeter 
_1q 
is called as kLna-ýI cf . also Hom. h.., ; 61: cam. 
'ao - 
/va-s Sä -5 -' ýº. Et0. Xcr 
ExoAaa. 
It does not appear to be a 
standing epithet of theirs (as Haldane wrongly remarks); 
in Ma . h. 4.26 Helios is called nuebops . For the form of 
Persephone's name employed here see on Hel. 167. We also 
find this form in A. Cho. 490, which Wilamowitz changed to 
6Ee6Elýacraoa. 
. The "sententia" nci uSý& nitZ 
gEots 
recalls Od. 10.306: 
ýEotl Sý TE nc rý cSvvavza. L- The 
prayer in-Murray's edition is phrased with two imperatives: 
MLnE j, mttuve . The meaning of the appeal to Epaphus 
is ý 
z 
this: escort the two goddesses and by this help the city 
of your descendant; if they be present, the city will be 
saved. According to Paley, who suggests the infinitive 
here, the meaning is: send them to assist this 
land. Ak. ovE zäSE r0. corresponds to the preceding epi- 
klesis: tA -k x). aL TNýJSE and Paley is obviously wrong in 
his interpretation. The Chorus describe their appeal as 
barbaric although it is in Greek. At 1.301 Iocaste says: 
6o, '-VLctsaIJ ýoäw ýc. )vova' . Here we should imagine that 
the 
music which is accompahyingthe song had an exotic character. 
is 
Aitc Cs refers to the appeal itself and d4 to the music; 
the noun 4ýow is employed for the sound of musical 
instruments in several instances: I1.18.495, Pi. 01. 
3.8, Pyth_, 10.39. In A. Pers. 628ffwe have an oriental 
prayer and lament; there we find the expression DaPf0. 
oci ýw (cf . 
Rßä Pops a foreign word %at 
repetition of the ]lesis, the epic verb 6curKE (cf . A: 
ýL- ). 
d 




a,; c, ý. i : cf .iw). Our 
kletic hymn, though addressed to Epaphus, refers mainly to 
go_ 
the two goddesses. Some of their epithets come from the 




vcres; clciv, cwv 
(ävacoa) and U)o.. , however, do not appear to be common 
for Demeter) ; Swvvi(6ot, is unique and nowxwv zpo&oS º 
cl'jeboeot, are rare; a'ý, voacra. simply is a standing epithet 
of Det- r. Aiwvvý. oL and nveböeoL indicate their conjoint 
worship and their function under which they were worshipped. 
ec0i and Uýa_ do not indicate anything specific-and thus 
I 
vtwv Teo they are ornamental. 1ä mu-N avcýýcsQ. if nä 
ö/ 
indicate the principal functions of Demeter. None of them 
is a cult-title. Except for the ornamental epithets, the 
remaining are selected to suit the subject of the prayer, 
as shown above. Three epithets are cvö . a--co- 
btnaZ ( r4ovo) 0, 
wvu 
. oý , no? Lo fOvs ). 
b tLvvý6oL. is a hapax legomenon 
in classical Greek. The epithets employed for Epaphus 
(the 
expressions of his origin) stand next to each other in 
asyndeton. With the epithets of the two goddesses we'have 
the asyndeton once ( ß'Eä, , rýävuý 
äva. 
a-Qa- ) and then 
the 
conjunction ýý (ncw, cwv I& .... ) . The 
kletic hymn is 
built according to the 'Du-Stil'. There we find one 
invocation only. Certain of the elements which a kletic 
hymn may contain are missing here (epithets of the divine 
being invoked, his haunt, the reason for the prayer). The 
haunt of the two goddesses is implied by the verb ºczv. (ra o: 
this implies the city of Thebes. The place they have to 
visit is described in the preceding part of the stasimon 
(see on Ion 452, p. 32. ). 
16 The structure of the kletic 
hymn is peculiar: Epaphus is invoked to come to Thebes; 
in the Begründung we have the link between this city and 
-24- 
the two goddesses; then Epaphus is appealed to to escort 
these two goddesses. The traditional features in phrasing 
and structure are sufficient, and thus the appeal sounds 
like a solemn one, though mainly addressed to a being who 
is not a god. 
Vocabu1ary-Style 
Of the sacred vocabulary we find eleven words: 
ý%I 









,c$, r)"%wv , wJaCrCra. , T? 0A)CS , nekt 1E , 
ýEoý S" 
In the vocabulary we observe the following: we find one 
word for which Euripides is' our earliest witness: bt"WV A. OL 
a few epic words: tcýovcv , 'A%, Y4. %. ", boä, ; one heavy 
compound: Rve,; 
ceovs 
. The style is not elevated. 
Ornamentation is poor (we find three adjectives only). 
The common hymnal stylistic techniques are found to a limited 
extent; the article occurs once; twice we have anadiplosis17 
. 
%, Q' t- ,r "x"w we also find two exclamations. 
In this hymn we find some short phrases in rapid succession, 
and this creates a fictitious urgency: 
18 
ý , o. f u, bo, , 
r4nEr o oeovs 




To sum up, the short kletic hymn sounds like a 
solemn prayer, mainly because of its sacred vocabulary and 
the accumulation of epithets of the two goddesses. It is 
., perfectly suitable to the context. It is a prayer rather 
than a hymn. The selection of the divine being invoked is 
well justified, as well as the selection of the goddesses 
_g, ý_ 
who are to save Thebes. This appeal comes naturally at 
the end of the stasimon which praises Thebes-19 In the 
sequel the appeal will be answered: Thebes will be saved, 
though both the brothers will be killed; Kreon will 
undertake the administration. The appeal is uttered before 
the battle starts. It is not a personal prayer. The 
association of the divine being invoked with Thebes has 
already been mentioned in the parodos (11.244 ff) and it 
is implied in the preceding part of the stasimon. The 
relation of the two goddesses with the city is implied by L' 
the preceding part (see above, p. -U. ). 
BACCHAE (519) 550-575* 
Introduction 
The lc, Jos has been caught and led to his jail. 
At this moment the Chorus sing the second stasimon (1.519), 
which culminates in a kletic hymn to Dionysus, in twenty-six 
lines (550-575), in which the god is summoned to come and 
stop the hostile Pentheus from chasing the god's 
worshippers. The preceding part of the appeal is in the 
most part a narrative (cf. also Pho. 676), but here this 
narrative is directly associated with the appeal. 
1 In 
Thebes, the god's birthplace, his worship is rejected by 
the king, whose earthborn origin is contrasted to the 
divine one of Dionysus. The epiklesis starts with a 
question to the god: 
2 "do you see what is happening here? ". 
In the epode the Chorus mention a number of places 
associated with the god and his worship, and conclude with 4 
Both Knoke and Haldane analyse this stasimon. 
- 83- 
a beatitude of Pieria for receiving the Bacchic rites. 
This is in contrast to the first part, where we have 
Thebes' hostile attitude towards the god's worship. The 
appeal is uttered by the Chorus, the carriers of the god's 
word, on behalf of themselves and their leader; their 
life is in danger, but not only that: the worship of the 
god. invoked is rejected, and thus the appeal concerns him 
too. The appeal sounds natural at this point. The god is 
"ti. 
not invoked under a specif is function3 (apart from arva. 
4 
no other epithet is employed for him); he is invoked 
because of his link with the appealing persons (et. ý. '.... 
ZA''º zov BeoVZ. Oo , croýs nPoJ -co. s ), and because the matter 
concerns him as well. He is invoked to come to his birth- 
place to defend his worship and his worshippers. We know 
about the punishment of Lycurgus who rejected Dionysus' 
rites (cf. I1.. 6.130 ff); in Hom. h. 7 we have the 
punishment of the Tyrrhenians by Dionysus himself-5 We 
find some. more appeals to Dionysus-in this play, because 
of his role in it, and all of them have a specific dramatic 
function. These are the only appeals to Dionysus in 
Euripides. (In Aeschylus we do not find any appeal to 
Dionysus; in Sophocles we find three appeals: Ant. 147; 
1115, OT 209). In two other kletic hymns in Greek Tragedy 
(A. Sept. 109 ff and Soph. El. 110) the preceding part 
functions as the background of the appeal: we have an 
exposition of the situation, as we have it here, though in 
a different structure. In all three of these cases the 




Part i: the Begründung is first. The preceding 
part of the appeal cannot be separated from it (as is the 
case with Pho. 676, where the preceding part is not 
dramatically connected with the appeal). The question 
with which the appeal opens (Ee-oTº, s -ro. refers to this 
part, and thus it is the reason for the following prayer; 
it is worth noting that in this part we find a normal 
feature, the particle ßä, e (cf. 1.521). This Begründung, 
however, has no parallels in structure: instead of stating 
the reason for their appeal in a simple way (as is the case 
with the examples mentioned in discussing Ion 452, p. 34, 
and those mentioned above, p. 83 ), here we have an 
apostrophe to Dirke, a short narrative, a second apostrophe 
to Dirke, and then the deeds of Pentheus, where we have a 
picture of his personality. In this part we also have the 
reason for the invocation implied by the expressions 
C&. ' 




...: 9ýo, Quiiaý this 
implies 
the link between the appealing persons and the god. 
Part ii: the invocation. It is introduced by a 
question to the god, where the invocation is inserted, 
which consists of his 64-jos and name simply. This is the 
only example among our evidence of kletic hymns which 
starts with such a question addressed to the god. In this 
question we also have a reason for the invocation implied 
by the expression oS neoq6ia. sf and also a reason for 
C. 01 +OAcu v äv4Kas the prayer implied by tie expression ; -v o 
The klesis follows the invocation (we have the same in 
0 
A. Sept. 109, Philodamus, O. hs. 11,27,29, etc. ). The 
-25- 
klesis is in the imperative and is followed by a participle 
expressing the required manner of appearing on earth, which 
together with the klesis stand as a prayer (see on Hei. 167, 
p. 48 ). An epithet is inserted here (epithets are also 
found with the klesis in Ar. Eq. 551, Thesm. 1136, Lys. 
1262, O. hs. 11,27,29; cf. in particular Soph. Ant. 1115; 
neoýä vý9' , 
wva, ýs ), and a mention of the place he is to 
appear from (see on Ion 452, p. 31. and Dodds, ad loc. ). 
='Part iii: the prayer. it is very short and it 
is in the imperative. The transition to it is achieved by 
the particle 5e. The appeal does not come to an end yet. 
, In the epode a number of places associated with the god is 
mentioned and described, but he is not invoked to appear 
from one of them (as for instance in Ar. Nub. 269, Ananius 
1,0_h. 55, etc. ); cf. also Menander, pp. 334 f; in Soph. 
Ant. 1115 we also have a mention of places associated with 
the god. The structure of this part is different from the 
normal one. for the places which are associated with the 
god (e. g. Soph. Ant. 1115). The function of this part 
here has been discussed above, p. 83 
6. The prayer has 
been completed before this part starts. We can possibly 
take it as Ausfeld's "pars epica", in which "multa ac 
varia continentur" in praise of the god. Here we find a 
new invocation of the god. For the V-a tvtxos motif found 
in hymns, see Norden, p. 100, n. 1 and Snell, Hermes 66 
. 1(1931), p. 
75, n. 4; cf. also Keyssner, pp. 142 ff. Here 
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Questions to gods of the type "do you see" occur 
in some more instances in Euripides only (in lyric): Med. 
161, Him 1363, Tro. 1290. The verb E6oft. v is not 
employed in any other apostrophe to gods (see Ziegler, pp. 
67 f). In Sophocles it is twice employed of angry gods 
(not in apostrophes): OC 1370; 1536. For the expression 
tw 
är6wý Sýecroý 
, which indicates the typical movement in 
Bacchic rites, cf. 1.80 with Dodds ad loc. In O. h. 52.4 
D. is called' °JvQcso-cýva(., cýca.. The participle -rwä. a-awq also 
occurs in Ar. Ran. 324, in a different context; cf. also 
Ma . h. 13.4 and Soph. Trach. 512 (of Hercules). J. Roux 
takes this participle as a vocative, as an epithet of D.: 
"D. est imagine "en gloire", dansant sa danse dionysiaque 
dans le se*}our des dieux .... ". Euripides, however, 
does 
not employ this hymnal feature in the kletic hymns (i. e. 
participles which show attributes of the gods); on the 
other hand he employs participles 4s a part of the demand. 
Such must be the case with this participle too (see above, 
p. 25 ). In the prayer of the Elian women we also find a 
participle with the demand: TZL ýo ý noSu SUtJ . The god 
is invoked to appear in the typical movement of his rites 
(cf. 1.80), with his xeu6wcla `JSeaov , as if it were a weapon 
of vengeance. A similar case is the appeal to Poseidon 




cal led xeýaEýxwS 
8 
and in fr. ad. 109b P. M. G. cSo? cctoi6öeoi . 
Cf . also Ael. Ar. Or. 41.8-11: .. .. v9K, K. Es ZF 
äý ýö-'ýoS 




w S -a cu to rýoiwv Z 
`w 
ýýovvýuý ýaý. 'Xtfiýai Tý 
-28- 
NIN 
kcu. nl. v"v " ka'., ov noýv 
Efl%. V. ciuý. 'IvSö s ýiE k 
I. 
... gä. xxaý ýý öw8% L. v 
'LviS - 6 . c1'; c 
ä. ýöýovýaº. 
cf. also A. -H. -S, p. 377 
70%)V- %0 Zov TC.. 111,4wvos Kct. 
L 
-rwv 
T iivous ws KatiEa'TPEyaýco "T. cleoýoý6aý Kai Toýozwv 
u 10 vw 9 
(in the choregic monument of 
Lysicrates some of the Tyrrhenians are punished by the 
Satyrs, being beaten with the thyrsus). The meaning of this 
participial clause is double: appearing as the god of 
the Bacchic rites TWä6vwV his 'ýrvlea-ov , he will punish 
Pentheus{the demand does not tell us how), and thus these 
rites will be established in Thebes. Cf. also Dodds on 
It 1.113. Dodds commenting on the expression Kati OAv ov 
says: But "down from Olympus" is surely the sense required. 
We must write ºccý, -c. ' 
öavt,. 
nw (Kirchhoff) .I agree with this 
emendation which is what the context requires here 
(according to what has been said above about the participle 
TWÄ. 6Qwv ); Dodds, however, does not say anything about 
the function öf the participle here (he translates it, 
, W1 'bv however, "shaking... "). In the sequel we read: v Q, -vý 
WS 1EOUC. E 1 
BO. K. xlou Mc ti u. jllam cos t1 4- ii ýv9i EL S, (11.605 
f); and later Pentheus will disguise himself as a Maenad 
holding the %SPToS (1.835), to march to his punishment. 
In 0_h. 45.4 we have E0 LSwv rcati'1Q) *nov , but here we 
have a function of the god, not a demand. The 9üPaos is 
called xýawna.. On this see Dodds, ad loc. Dionysus is 
xevaoýº. ý, rPq, s in Soph. OT 209, Apollo is xevcözoooS in 
, ýsyllus,, 1.48, xevao; kLPhs in O. h. 34.3, Poseidon is 
xevßoiPtcuvos in Ar. Eq. ' 559, etc. In Pi. Pyth. 3.9 the 
Tcla. of -Artemis are xeic&& , in Soph. OT 203, 'Apollo's ToScti, 
are xeV6 oLm , in Hom. h. 27.5 Artemis' -rolcL are na 
J6e& 
. -On - 
in fr. ad. 929c PMG Poseidon's -rpt"va, is. 'x? v6EcS0vs 
The epithet 
La. 3 is also employed for D. in Philodamus, 
1.1 (0. i0), Hom. h. 1.5, Anacr. 357, Soph. Ant. 1115, O. hs. 
30.2,54.8. The god is invoked to come from Olympus, the 
normal haunt of the gods, to stress his divine character 
which is in dispute at Thebes (cf. also Winnington-Ingram, 
op. cit., p. 81). The places mentioned in the epode are 
Nyssa, Delphi, Olympus, ' Pieria and Thrace (on this see Dodds, 
ad loc. ). -. - Nyssa is also mentioned in Hom. hs. 1 and 26, 
O. hs. 46; -. 52,. Soph. Ant. 1115; Delphi, in Philodamus, 
Soph. Ant. 1115, Ar. Nub. 595; Olympus, on O= 45, Philo- 
damus; Pieria, in Philodamus. In the epode we find some 
of Dionysus' attributes (which are missing in the 
invocation); they are implied by certain expressions: 
I 
oýý """" 
ýuPcroýoPc-is %c La. csovs (cf. O. hs. 50.8, "bv? cro\º. cuý+Es sý 
52.8, ýaY, xEÜwv , Ion Lyr. 26 West, 
Zrveanq6öeos ); 'Xoe& oU)v 
I 
(cf. the prooemium to the Orphic hymns, 1.9, x0ee%ca- º 
O. hs. 46.4; ktcoecvx1va UlK x ta. nc E. S ; 52.7, 
C. T0. KwkLwV º 
, 4aýcoPEüuov º Ran. 
324, Ar. Thesm. 985 , xoPoisTenöV*voS öº, 
-coewQwv , Ep. h. to all the gods, 1.3, 
Seöýiwv -)coe& rCc tº 
fr-'ad. 992 PMG, 6tJýo. oPEy-cL ); for iK. oev; cüs Kwevrüus etc. 
cf. O. hs. 46.4, os no-r, ' öwä. SPvý. ovS ....; 52.101-OUe6 f4 
LTa. 
i 
Bacchyl. Dith. 19 (18) .49, 
öpcn_Qb rx'xav 
.... 
L tovv6ov . For 
C 6aLaao vai tJ1a,,, voýý, ýa. s cf. O. h. 47.2, 
os atQQöýLCvos 
cf. " also Pi. 01.4.2 
Eö A. EVav "" ") º 
G. h. 24.7 (ýaw6aöýu6vcu, n&TI, tiüjxa, ). For the expression 
? ýus vse Eacv O c1o iºvýov 9a^Aä cu S cf. Paean Delphicus 1.1 
'DLX. wva. QOM%Q L-Vleov and Ma . h. 12.10 
na, Qvv.. daov Koev&Q. i S 
noxvýIv5eots For Evbo. no. 
QP; ýEüs KýcºeýýuW... " cf. 
-90- 
ýq, e OýýEV S". "" Menander p. 
443 (nýN L Jho-v. ov )C 
zote 
kam 9v%e%0. cruMk etv Ft n AKTTo6 -CN. J *ýJe i""" 
see also below, on Alc. (569) 570, p. Z58 . For Mo.. velSoj. 
ä, l&6 cf. also Soph. Ant. 1150f ((rats 
ha... 
REeLnöaoLs .""" 
äP. ö'E OT 212' (Iv cu. 
u 
. 
'u. J Coda: to4AoJ) , Ar. 
Lys. 
_ 
1279 (os t-cä. V. a, Lvc%. cri. ) . The epithets 
mva. 
- and nai, come 
from the common religious stock; they do not indicate any 
attribute of the god; no more do they suit the subject of 
`ý'* 10 the prayeY-. The main kletic hymn is built according to 
the 'Du-Stil'. It lacks an accumulation of epithets, 
though D. is noýowvuN. os 'par excellence'. The reason for 
the invocation is implied and so is the reason for the 
prayer. The main appeal is short and it is surrounded by 
the exposition of the situation and its counterpart, the 
mention of the god's cult-centres; such places appear in 
the invocations. Though the main appeal is short, this 
stasimon as a , whole sounds like a solemn prayer with many 
traditional features, though not anormal structure. 
Vocabulary-Style 
In the whole stasimon we find seventeen words of 
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tai. -Ja I hf OJI \A c' xoeE, au1 " In the vocabulary 
we observe the following: we find ten words of which 
Euripides is our earliest witness: E61ä. E-%JoS , 
QýozPýwývýs 
., 
(also at 1.12) , a. äPLwcjös (also in HF 990) , 
"'JLaßw*tx. s ý 
N)Faos (also in other Euripidean passages) , 
gKeo-ceö6s 
(also in other Euripidean passages), 9jo P ero4oeLL , ct-ýeo-ctis> 
Qb&Kxwkuo- (also in other Euripidean 
-94- 
passages) , o)PboSctt ; no)6'evseos is a new form: cf. 
the epic no)oJUQSeEos ; wKýeöýt is a new form too: cf. 
the epic w%J, oos . The form xPvaLo6 is a hapax leg.; cf. 
Ar. Thesm. 32. and ad. eleg. 28.4 West: x? onLnts. . It is 
derived from xevawcgös . 
11 The verb >Lnatvi v is employed for 
a river here and in Eur. Hec. 454 only. We also find many 
epic words: ýraaäý. ý. ýGvSeEOV , 
vý, 
ncýos º vvýývs º 
ý ,r1 avcu, vok. at- , oivv%, , Q, eoTKos , etc. ; many heavy compounds: 
aticEöav %- oroc. º 9vý. PoTeoboo ýuPrrcýoects º nOavSýJSeEcrdLV º 
WIC%lo- 1: 
öýRýoSöTavº 
xev6wcIc%, The style of the song is 
elevated. Ornamentation is rich: we find twenty adjectives 
(one of which is ornamental, wKVeöo. v three metaphors 
(ýzý6E v-ca. º noývSýl-v$PE6sw ýa. ýa1. ý. aýs ). The common 
hymnal stylistic techniques are found to a limited extent 
in the main appeal: - we find three participles (two of 
them imply attributes of his: -ctvä, cr6wv , XoPEü6wv I and 
%0. s ), two epithets, three exclamations; the article 
occurs twelve times (no article, though, occurs in the 
main appeal); mo+ oý 
i caý, li ý1eýtaý f tAftfutc 
(sec a. 
ý+nC) 
P' g/ "*s*****« 
To sum up, the stasimon is a purely literary 
appeal; it is also a purely dramatic appeal. The main 
kletic hymn (550-575) sounds like a solemn prayer, though 
the appeal itself (550-555) lacks many of the traditional 
features. The prayer is perfectly suitable to the context. 
! It is a personal prayer on behalf of the Chorus and the 
god himself. In this stasimon we also find praise of the 
god to a great extent. In the sequel the Chorus will hear 
the god's voice and will experience the fulfilment of 
their appeal. 
-9- 
HERCULES FURENS 781-797* 
Introduction 
Lycus is dead and Hercules has returned to his 
throne. The Chorus, consisting of aged men of Thebes, 
friends of Hercules and his family, rejoice at his victory 
and desire to dance (cf. 11.761 f). Then they speak of the 
dances which will take place at Thebes now (11. *763 ff). 
At 11.781 ff of the third stasimon they call on Thebes to 
rejoice, 
1=and then (11.785 ff) the local Nymphs, 
2 the 
3 
daughters of Asopus, and the neighbouring areas are invited 
to come and` join them in their song for Hercules' victory. 
What follows in the last antistrophe is in praise of 
Hercules: 
4 
they speak of his divine origin and his 
victory over his enemy. By the invocation of the neigh- 
bouring areas the local deities, Apollo and the Muses, are 
invoked to come. Instead of invoking them directly, they 
invoke their place of abode; 
5 
on this see Langholf, p. 56 
with Eur. Ion 492. In Eur. Aic. 569 the house is 
identified with its master (see Chapter V); in Soph. E1_ 
110 we have a conjoint invocation with klesis of the 
&wte 
"Aýýov Ka,; iJEQcrE46övv%c, , Hermes, Ara and the Erinyes. 
The 
preceding strophic pair is again a song of rejoicing and 
an exposition of the situation, which functions as the 
background of the appeal in the following strophe (cf. also 
Bacch. (519) 550). Our song is not of the same type as 
those discussed in Hel. 167, p. 4S ; here, we have it in 
* Knoke does not analyse this kletic hymn; Haldane 
analyses the passage from 11.763-814, as a song of rejoicing. 
Though the HF was composed before the plays from which songs 
have been examined so far in this chapter, this passage is 
discussed after them, because it is less traditional than 
them. 
-93- 
the middle of a song, not at the beginning; it is not a 
6 typical appeal for inspiration, since they have already 
sung the-most part of their song of rejoicing, and what 
follows is the concluding part of it, though it is the 
summit of their song. Here the appeal is to join them in 
the celebration. The Nymphs are invoked to come as ruvo-oSoL 
(though such expressions are found in appeals to the Muses 
for inspiration: cf. E 2. h. to the Mother of the Gods, 1.3 
Kam -0 c vo_Kcra, -t& ), and the neighbouring deities are 
simply invoked to come e,, 09 Y_&, 
4%L 
.7 This appeal, in 
thirteen lines, is not a prayer for a particular service, 
nor has it a personal character. It simply celebrates the 
victory of Hercticles. A similar case, though different in 
content, is Soph. Aj. 693, in which Pan is invoked to join 
them in their dance of rejoicing, and also Apollo. Among 
our evidence this is the only conjoint appeal to the Nymphs, 
Apollo and the Muses. In fact, theohole song is an 
invitation =o.. t' the city itself and the neighbouring areas, 
through various representatives, to participate in the 
rejoicing. It is worth noticing that the Theban deities 
are not invoked. Apollo and the Muses are also invoked 
because they are associated with dance and music (cf. 
Hom. hs. 3.182 ff, 25, Pi. Pyth. 5.65, fr. ad. 941 PMG, 
etc. ). Nevertheless, no epithet is employed for them; 
this is also due to the nature of the second invocation, 
. fhere, 
though, we find an epithet of a different character: 
ýEvsQwzý 
Appeals to gods to rejoice with mortals at 
happy events are only four in our evidence: our passage, 
Soph. Aj. 693, Ant. 147, Ar. Lys. 1279; from this we can 
_qq 
conclude that such a practice was not common. Our appeal 
has no specific dramatic function and it is rather a purely 
poetical device. 
Structure 
Part i: invocation of the local Nymphs (connected 
with the preceding appeal with crüvi E, see on Ion 452, p. 
33 ), with an expression of origin first, followed by. the 
klesis and the appelative Nvý (to some extent a similar 
techniqu is found in Alcaeus 34). The kiesis is in the 
imperative (for the verb of the klesis see on Pho. 676, 
P- 44 ), to which the participle aLnovv=L and a mention of 
their haunt are fixed8 (see on Ion 452, p. 3X ; for the 
participle found here cf. also Sapph. 127, Alcaeus 34, 
Alcman 55, Ar. Thesm. 323, etc. ). A predicative adjective 
follows the kiesis (awaoýý. ) and form together a prayer 
i 
(see on Hel. 1495, p. 6o). A second appeal follows, not 
connected with the previous one (here a different group is 
summoned with a different klesis: there is no other 
similar case among the extant kletic hymns; in Soph. Aj. 
693 the transition is achieved by the particle 
ýE). The 
two beings are invoked together with zG (see above, p. tq-) 
wI 
and the exclamation of joy w; there follows a klesis (the 
same verb occurs in Ar. Thesm. 1148 but it is in the 
present tense. Here we have the future; on this see 
Langholf, p. 58); this is the only case we have of a klesis 
in the future indicative. 9, Then we have the expression 
cýýa`ýK ý. Eaäýw which indicates the required manner of 
appearing: similar examples are :- Ma . h. 21.24 (Hecate): 
^! ^1. C. - k, - ýaýý """" E)a ova vý1alc. u. Lcu, tw `, , 0. h. 4 7.6 : 
ýat 
c ri 
n! &- row , Ar.,. Pax. 974: Evuciýonefrc LS , Ma . h. 30.2: 
-qso 
;, t Eaýý . There follows the place they have to visit in 
the accusative (see on Ion 452, p. 3i followed by a 
relative clause which applies to this place, though not 
describing it (see on Ion 452, p. 3. ). At the end we have 
another relative clause associated with the noun aoxos, and 
this implies the reason for their rejoicing, which 
consequently implies the reason for their appeal (see on 
Hel. 1495, p. 6i , where the relative clause is clearly the 
Begründung). Our kletic hymn consists of one part only, 
since there is no prayer for a particular service. The 
Begründung is mainly implied by the preceding part (see 
above, p. 9Z ); it is also implied by the expression Tov 
`ý ec x. atovs kcý, ý'ýtý. vººtoJ äýwva, " 
i 
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elementsando the r mate 
For the expression of origin dcwnt, 156s Y-o? o-L cf . 
Pi. Isth. 8.17 ff : na-rPöi 
The noun ko4ý;. vmov has become formulaic in 
cf. the Schol. on Ar. Av. 1764: 
ýwvvýs lceovaýoý. 'ToS ct. ; oü Rotä. t 
, QeXtý. ýcxoc Eit 
TvN 
ecLv-, Xe . "-ro, 
K0. iºiºlVIKE 
t'Xa. 
ýeý a. Va. 
ýKýxa. 
lcilEES 
(cf. Archil. 324 and Pi. 01.9.2); cf. also 
Eur. HF 68f. and El. 864f ( ö, ýa' Enär,,, $E ºýaýlaývýýcov w5äv 
the case of Hercules; 
10 
t << l1, TO ýý "CwIJ Oýýa. V-Aý%kncv tü" 
äR Zoü Ebvý. viov oS ýtfl 
Ta ö,, ýOýI .. cWTov 
ýýT 
vJa.. 
Ei $oPw ). In the invocation concerning Apollo we find 
the noun nLTea.: cf. A. Eum. 22, Soph. OT 464, Ant. 1126, 
Paean Delphicus 1.4. The Muses are called ýEaýtiwvýsES 
1 
cf. Hes.. Th. 1 f; in Med. 831 ; he 
calls the Muses ntEeýý4. s . 
The noun wtaza. is common in invocations of the Muses: 
cf. I1.2.484, Hes. Th. 114, etc. The kletic hymn is built 
according to the ; Du-Stil'. Many of the component elements 
are missing, because of the nature'of the invocation: 
epithets, the ýcvos of the beings invoked in the second 
part. The haunt of the beings is implied by the invocations 
themselves and this also implies the link between these 
beings and the city they are summoned to visit. The appeal 
consists of one part only. In structure and phrasing we 
find some traditional features. 
Vocabulary-Style 
Of the sacred vocabulary we find six words: 
köeaý , '6a. x , ýu, oücscu, , . JON) 
in the 
vocabulary we observe the following: we find two hapax 
-TVr 
legomena: ýEvseZZ)tts ,s; our passage is the only 
1 
witness of the form cruvaoLSo%, (in Hel. 1T4 we have 6uvw%s ); 
we also find one epic word (KeaaSos), and two heavy compounds 
(K=-, )v4%Ko% oxo, ýhy trnitwsi ). The style is not especially 
elevated. Ornamentation is not poor: we find five 
adjectives, -one' metaphor (i, Eecv "s two personifications 
(11.789 ff). The common hymnal stylistic techniques are 
found to a limited extent: we find two epithets, one 
participle associated with the Nymphs (it is part of the 
klesis, not an attribute); the article occurs once; we 
also find two short phrases in rapid succession: Cku no7ui , 
c 
"t61. Xw (see on Pho. 676, p. 8i ). 
****s*** 
To sum up, the song sounds like a solemn appeal 
to some extent (mainly at the beginning). As a song of 
rejoicing it is perfectly suitable to the context. This 
appeal, however, does not appear to be necessary at this 
point. Nevertheless, it expresses the emotional situation 
of the Chorus, who, at the summit of their joy, appeal to 
every direction for participation. 
RHESUS 224-231* 
Introduction 
Dolon has just set out for his night mission. 
The Chorus, consisting of Trojan sentinels who constitute 
,, 
the fourth nightwatch, utter a short (non-lyric) propemptic 
to him, before he sets out (11.216 ff), though he is not 
a traveller (for a similar case cf. Ar. Ea 498 ff). In 
* Both Knoke and Haldane analyse it. 
-99- 
a 
the following first stasimon they call on Apollo to come 
and be Dolon's. saving guide in the mission, and in that 
way to help the Trojans. "The kletic hymn is the first 
strophe of the stasimon, in eight lines. What follows is 
an accumulation of good wishes for Dolon, for a successful 
and safe outcome, and a short section in praise of him. 
All these wishes will be fulfilled, if Apollo is his guide. 
The whole stasimon forms a unit (the first antistrophe is 
one section, the prayer, the transition being achieved 
by the y particle fE, as was common in hymnal prayers; for 
t 
the change from the second to the third person see on Hel. 
167, n. 25. The second strophe is the Begründung, which 
is-in praise of Dolon. The'stasimon concludes with two 
prayers). In structure this stasimon is unique among our 
evidence. 
l The appeal to Apollo is complete in the first 
strophe and it can perfectly stand as an independent kietic 
hymn. In the remaining lines the god is forgotten. 
Proclu. 5 (320a) classes the EvKi%. xä; into the group of 
songs eh 'aeo KcJ. ä, 4 wrloos ; as Smyth believes (cf. 
cxxxiv) "in all probability they lauded the beneficence of 
the gods and described the worthiness of their petitioner". 
Obviously the first stasimon of Rhesus is such a song. 
Nevertheless, here I 'shall examine the first strophe only, 
as a kletic hymn (for the euctics in Greek Tragedy, see 
the. following chapter). The appeal on Dolon's behalf is not 
g strictly personal prayer; at the same time it is an 
appeal on behalf of the community. The Troad was-devoted 
to the Apolline religion and in Homer Apollo is the enemy 
of the Achaeans. 
2 It is mainly because of this link with 
-400- 
the Trojans that the Chorus call on Apollo to help them in 
the enterprise against the Greeks. This link is indicated 
by the local cult-title Ou4r E3 and the participial 
clause T? oLaS ihVw 000. 
SF4 a. s " Apollo is invoked to 
appear To 
L. 
IS : this implies his function as the 
"killer-god". 4 This means that he has to protect Dolon in 
case of an attack by the enemies. In Soph. OT 203 Apollo's 
Uev- are mentioned as a weapon against the evil; cf. 
also I1. I: 37 ff. The rest of the epithets employed in our 
kletic hymn are not related to the content of the prayer. 
The god is invoked to come 
evvoxtos and be the guide of 
Dolon in the dark. He is the god of lights and he was 
later identified with the Sun (the earliest certain literary 
identification of Apollo with Helios, occurs in Eur. Pha eth. 
224 Diggle). 6 In O. h. 34.5 he is called cbw(y&öeE ýof and 
at 11.13 ff we read: vvrcZös ev K, 6vx 
ä. 
LCr%. v vcti % ci. atEeoökkk. ýov 
öe 
AOW I `erýSa. s v1 °JE U110eºc0-S. Though there is no hint of 
this function of Apollo. in our passage, perhaps he is also 
summoned to lead the steps of Dolon under thisFarticular 
function. 
. 
Nevertheless, the god is mainly invoked because 
of his link with the Trojans: cf. also Eur. Ion 452 
(Athena), Pho. 676 (Epaphus, Demeter Persephone), A. 
Sept. 109 (n0 
LoxoL. %oL Soph. Ant. 1115 (Dionjsus) , 
etc. Appeals to Apollo, are usually made for relief (cf. 
Soph. OT 149; 159, Eur. Alc. 91; 220), to avert an impending 
danger (A. hl. 146, Eur. HF 820, The. 773 ff), in time of 
war (A. Sept. 145, Soph. OC 1091,11.1.37; 451; 16.514), 
for help in an important undertaking (A. Cho; 807 and Ar. 
Vesp. 869 as A. Aguieus, whose emblem was in front of 
-404- 
houses). Our kletic hymn is also uttered before an 
important undertaking; on the other hand he is invoked to 
be the guide of Dolon, a function which in the case of a 
travelling person, was of Hermes' nom". vS . Before important 
undertakings the paean-prayer was uttered (cf. Fairbanks, 
p. 18). Here we have an appeal to Apollo, but it is not 
a paean. 
Structure 
Part i: invocation with two local titles and a 
participial clause indicating a third cult-place, connected 
with Ka.,, (the second local title also indicates his birth- 
place); this technique recalls the homeric appeals to 
Apollo (cf. 11.1.37; 451,16.514); an accumulation of 
local titles occurs in O. h. 34. In Drama this technique 
is not common: cf. Soph. AAj. T04- (o DL-)tos Ar. Eq. 551 
we have the god's cult-centres 
phrased with participial clauses in Soph. Ant_ 1115, Ar. 
Nub. 595, , Ran. 324. Apparently this invocation does not 
sound Euripidean. There follows his name in the vocative 
and a periphrasis which stands as an epithet. 
Then we have the klesis phrased with two different verbs 
in the imperative (we have the same in Soph. OT 159, Eur. 
Bacch. 1017, Ar. Eq. 581, Nub. 263; in different moods: 
Eur. Hel. 1495, Ar. Thesm. 1136. The second kletic verb, 
i, KOÜ , is also found in Pi. Nem. 3, Ananius 1, Philodamus; 
'this verb does not appear to be common). The first klesis 
is accompanied by a predicative adjective expressing the 
manner of his appearing and they form together a prayer 




with participles: Hei. 140 Hel. 1495f,. Bacch. 553, or with 
a dative: HF_7gt; in Bacch. 1017 if,, god is invoked to 
appear as zo: Zeos or '5eä. kwv or aiwv; on the other hand, 
when we find predicative adjectives with the kiesis in 
Euripides, these do not express the manner of appearing 
(Hel. 1495, HF 785, Aic. 91, or, 1299); we have the same 
with Sophocles (cf. Ant. 1115, OT 159, OC 1091). A single 
instance. where the manner of appearing is phrased with an 
adjective is Ar. Nub. 263 (V"7t-, weoL) in A. Sept. 130 
Poseidon --is invoked to help with Z%tvlölw V-axavä , which c 
implies that he is to appear with his trident, as Apollo with 
his arrows here. The second klesis is accompanied by an 
adjective too, expressing the time he is to appear 
(wvý-cto5 ): cf. also Mag. hs. 20.18, 'tt-ve' 
Bbl- 
_oI.. vvxua. 
and 14.5, ýEvec jt. ý. ct ' 
4¬r 
%J%)"L 
&V6 SvoýDEe `. 
Part ii: the prayer is connected with the 
preceding part with tal (we have the same in Ar. Ran. 386; 
399, Pi. Dith. 75). In Euripides, 'when the prayer follows 
the klesis, the transition to it is achieved by the 
particle 1E (in Bacch. 1017 there is no connecting particle). 
Here we find two verbs in the imperative, connected with 
Kai (cf. also A. Sept. 135, tE 1 11.10.284, ra. L ). We also 
find two verbs in the prayer in Eur. Pho. 679, I1.1.451, 
od. 4.762, Pi. Nem. 3. The hymn concludes with a new 
invocation, an epithet and a participial clause (there is 
only one further instance where we find a new invocation 
without a kiesis or a prayer at the very end: Ar. Ea. 551; 
for the circular shape of the hymn see on Ion 452, p. tt3 ; 
we also find participles in invocations - apart from those 
-A03- 
employed for the places associated with the god and those 
which are part of the klesis - in Alcaeus 34, Tim. Pers. 
202, Aristonoos 1, Ar. Ach. 665, Nub. 595, Thesm. 1136, 
Ran. '399 and'in many O. hs.. In tragic kletic hymns we 
find one participle of this kind only, which expresses the 
god's pEvos : Eur. Ion 452. Our hymn lacks the Begründung. 
This is implied by the cult-title eu Po.. tE and the last 
participial clause: it is the link between the god and the 
appealing'persons (this is the reason for the invocation). 
Such a link is implied in Eur. Ion 452 by EJJ, Bacch. 550 
109 by noatio, cot. -a c iL ; 135 by a'oüs rtpo 
L-toý5 
. in A. Sept. 
by nöa. v enwvv.. ov j, Soph. OT 1614 by 
ä. 
.... 
9cº. csQEý ; 2I0, by 
J 
Tä. aS Enwvvy. o'j etc. 
stasimon see above, p. TT 
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In no other invocation of Apollo do we find the 
cult-title By ? c%! OS (in our appeal it has a specific 
function). Apollo is , 
44: ýtos in Pi. Paean V= fr. 52e, 
Bacchyl. Dith. 17(16). 130, Soph. Aj. 693, Ar. Nub. 595, O. h. 
34.8. /ljkva, is mentioned in association with Apollo in Il. 
16.514, Hom. h. 3.179, Bacchyl. Ep. 13.147; in other 
example... we find the epithet AtKtos : cf. Pie Pyth. 1.39, 
Sim. 519'= fr. 55a. Verbs employed for'the places assoc- 
iated with cä god are commonly v .i ttv 
ä, A*nc-. V , 
& frvI . The verb employed here is also found in A. Pers. 
449, Soph. OC 679, Eur. fr. 696N2 (Teleph. ), Cratin. fr. 
321K. (used of gods) . 
KEba'A'vt, is employed in Homer in 
periphrasis for the whole person: 11.11.55 
L. 
L. t. t. ous 
KE63cxS. In Homer a common expression for goddesses is 
ýý- 
or 5ia- cýtäuuv . Here we have ä periphrasis, 
U a. 
KC-6: Xa, , as if 
SSE 'Anonov or 54-%re cf. also Eur. 
bJw) I)CLÄi1HV6 
ýOS 
Heracl. 850 (Soos A'ja, vQ, s 1031 (S 
ä. 
s Hexe 
Pho. 666 (S öc c4ULToPos Soph. A J. 757 (SCL4 
Phil. 344 (Sý, os 
ýS\)61yEÜS 
etc. This adjective, however, 
is never employed for Apollo. The epithet -to revs is nowhere 
else employed for Apollo. In Eur. Alc. 35 Thanatos says 
to Apollo: x4ci.. To v1eH, ýeocPN s .... Apollo is To'ýo&4D 
in Hom. h. 3.126, Pi. 01.6.58; -röiw no^AquJwv in Pi. 01. 
9.32, and ZoJciv&s in A. Gr. 9.581.7 For the prayer ýEvov 
. 
6w-twews cf. Soph. OT 149 (`ýý, r onto ýWLý ,a prayer to 
Apollo), 00. he 14 (EaýE 6wß, toi 
8 in Ael. Ar. 
/lo 33 we read: zw Agoiº'ýwvt, TZ %W -cE V-c T-w-cKP L. 
The god is summoned to be the äekwV of Dolon's mission; 
-. j06- 
at Argos he was called 
N Ktwf 
, the leader, and in a 
dedication to Apollo discovered in the shores of the Euxine 
by Greeks he is called 
`966 iV 
.9 For the prayer 
SQýimbF 
cf. also A. Cho. 812 Eur. fr. 432N2 (Hipp. ) : 
cwxos ZL, vvv 'iQwv 'TO- SaLýLAVa. s Kä.? 1 E-t, .1T; 6äP novoiV%L 
kau 'Yes au ýVýa. Jc /EL. The epithet naht xh is employed 
for Apollo here only. It is mainly an epithet of Zeus. 
In Bacchyl. Ep. 11.44 it is employed for Hera, in Ep. 16.24 
for Moira., in Ar. Thesm. 317 for Athena. The employment 
of this epithet for Apollo here led Haldane to suggest a 
t 
post-Euripidean period for this kletic hymn, since later 
it is employed for other divine beings as well; but this 
is wrong. In Euripides this epithet is employed for Zeus, 
once: fr. 431 N2 (Hipp. ). In our song Apollo is the god 
who built the walls of Troy. In two Euripidean passages 
(Andr. 1009, Tro. 5) Poseidon and Apollo jointly built the 
walls'and Euripides follows the tradition: cf. 11.7.452, 
Hes. fr. 235, Pi. 01.8.31. In Tro. 5 Poseidon says:.... 
4.1 It ýc6t" Iovs noPýovs ... " ý9'rý, EV ; In Andr. 1009 we read: 
fvP croS -rov .... nVv ; cf. also The. 773: 





9vAv .... (apparently Euripides 
is influenced by this passage). In our song we have ZEiocml, 
na-Ami m $t-týuxs , which recalls Ii. 21.446: TeWE-661- 
nöýºw , fl THxos 
ESEýý. 
u. For 'rctix", nm'ac-ta, cf. Eur. 
Ion- 452: 'ro naffoaoV 'EPG 
LL)S 
pl-voS " Of the epithets 
I% employed for Apollo one is traditional: ýoý, ýºý. E ; cýaýýcecº. -w. s 
comes from the sacred vocabulary, but it is not employed 
for him anywhere else; &I-o- KE&m^Ao- is a peculiar epithet, 
though StoS comes from the sacral' vocabulary. E)uyZecüOS 
-- X10' 
is a cult-title, which, though, is not found in any other 
song. 61vla- KE6cL2 . and na. 6keo"K5 have no relevance to the 
occasion, they are ornamental. Epithets which suit the 
subject of the prayer are not found. One of the epithets 
is övoy-a. 'gtnAoüV (cýcýKta tos ). The hymn is built 
according to the 'Du-Stil'. It has a circular shape 
(invocation at the beginning and the end). It lacks a 
Begründung as aseparate part. Most of the component 
elements of a kletic hymn are found in our song, with an 
exception of the god's pIvci . Instead of 
Si a_ kt-ba. ýa if 
we had a slightly different reading here, 
ä. 
v-E-6m%aý. , this 
would be an-expression of origin; being so, it replaces an 
element which is missing; this reading is verified by 
A. Suppl. 41 (ttov r 
-ctv 
I cf. also 1.314) , Eur. Ion 200 
(M w ncuS! , for Hercules; cf. also 1.1144). The 
traditional features in structure and phrasing are many 
and our song is marked by solemnity. 
Vocabu1ary-Style 




It- ,S0. , 
\. tuM ,l ICC 
V, ý( frVo , 
ýlfuJ'CýÄ 
ý, os, 'E IýLw V, 
R 
`a 
tES In the vocabulary we do not observe any 
peculiarity. We find one word which does not occur in 
Euripides (except for fr. 1132.22 N2 (dub. et sp. ): 
it-is an epic word and it is not found in 
Aeschylus and Sophocles. The expression 16ia. kEýaiºä- is 
unique. The style of the song is not elevated. Ornament- 
ation is poor. The common hymnal stylistic techniques are 
found to a great extent, though it is not a long hymn: we 
find five epithets, two participles, three exclamations; 
-108- 
articles are not enployed. There we also-find two short 
phrases in rapid succession: köaE -ro 
wets 
, 
L. KOV ývýýrx: os 0 
******** 
To sum up, the song sounds like a solemn and 
typical appeal, free from ornament or any amplification; 
in that it approaches the naivety of the Homeric appeals; 
among the Euripidean kletic hymns it is the only one (Pho. 
676) which is also poor in ornament. All the Euripidean 
kletic hymns, however, are marked by amplification (Ion 
452: the-short description of the oracle at Delphi, the 
t' 
eulogy of child-rearing; Hel. 167: the prayer to 
Persephone; Hel. 1495: the description of the sea, the 
short story of Helen; Pho. 676: the mention of Demeter 
and Persephone with an accumulation of epithets; Bacch_ 
550: the epode; HF 785: the short praise of Thebes and 
" its royal family at the end). One can suggest that this 
also happens in our song, with the remaining part of the 
stasimon, which iscDnnected with the kletic hymn with E. 
The kletic hymn, however, is taken individually (this 
cannot apply to Bacch. 550 or to Ion 452); our kletic hymn 
has*close affinities with the short Aristophanic kletic 
hymns in the parabasis. Our appeal is strictly dramatic-4'; 
it is a personal prayer and at the same time a prayer on 
behalf of the community. The selection of the god invoked 
is well justified within the appeal. It will not be 
ahswered: Dolon will be killed by his enemies. The 
other Euripidean kietic hymns for help are always answered. 
An appeal for divine help on Dolon's behalf is suitable to 
the context. But it is rather surprising that the Chorus 
pray twice for him: 11. 216 ff, good wishes to Dolon while 
- 40q 
he is still there - 11.224 ff, appeal for divine escort 
and good wishes for Dolon when he has left. The first 
prayer is on behalf of Dolon himself. The second is also 
on behalf of the Trojans. Lastly, in this kletic hymn we 
find echoes from Homeric appeals; this does not often 
happen in Euripidean kletic hymns. Knoke points out that 
this hymn is far from the Euripidean patterns, mainly in 
the invocations (he does not deal further with this question); 
this is correct. Kranz (Stasimon, p. 164) believes that it 
is Sophoclean in style (participles, cult-titles, circular 
shape); Haldane agrees in that, but she believes that it 
is Euripidean in'content, without being clear on this point. 
In Euripides most of the kletic hymns are personal prayers 
for help at a critical moment; in Sophocles most of them 
are prayers on behalf of the community. Our hymn belongs 
to both classes. Haldane also believes that the use of the 
epithet naýceazKs for Apollo points to the post-Euripidean 
period (see also above, p. A06 ), and that it is a work 
of a minor poet. I cannot agree with Dr. Haldane on that; 
the song has affinities to the Homeric appeals and the 
short Aristophanic kletic hymns. Langhol z who examines 
the prayers found in Rhesus, concludes that: "wir können 
nicht mit Gewissheit ausschliessen, dass der Rh. eine 
Dichtung unseres Tragikers sei. Als sicher jedoch kann 
gelten, dass er in dessen früheren Werk völlig fremd wäre. 
Wir bleiben einstweilen bei der Vermutung, dass er eine 
Schöpfung des 4. Jahrhunderts ist" (cf. p. 148). 
10 
The above presented analysis of the kletic hymn 
leads me to the conclusion that the song does not sound 
-440- 
Euripidean (see also the following survey). But it has 
been pointed out in the Introduction (p. 1 ) that it is 
difficult to make rules as far as the hymnal techniques 
are concerned, and even the techniques of each poet, ''and 
thus it is not always an easy task to find the authorship 
of a hymnal song. 
SURVEY 
From the analysis presented above of the seven 
Euripidean kletic hymns (including Rh. 224) the following 
observations can be offered: 
1. Five of them are short kletic hymns; the 
remaining two are Ion 452 and Bacch. (519)550. Five of 
them are "astrophic"; Ion consists of a strophic pair 
and Bacch. of a triad. 
' 
2. All of them are strictly dramatic. They are all. 
prayers rather than hymns in praise of a god (with an 
exception possibly, Bacch. ). Three of them are personal 
prayers; one is on behalf of the community; two are both, 
personal prayers and prayers on behalf of the community 
(Ion. [Rh. )); one is a song of rejoicing simply (HF). 
3. All of them are uttered by the Chorus, with an 
exception of Hel. 167, which is uttered by the heroine. 
The chorus consists of women in Ion, Hel., Pho., Bacch.; 
in HF and [Rh". ] it consists of men. 
4. The demand is for rescue in Hel. 1495, Pho., 
Bacch.; for intervention for a successful outcome (Ion); 
for participation in rejoicing (HF), or in lament (Hel. 
rAiA 
167); for escort and help in an enterprise (CRh. )). 
5. In five of them one god or divine being or group 
of divine beings is invoked (Hel. 167, the Sirens, Hel. 1495, 
the Dioscuroi, Pho. 676, Epaphus, Bacch., DionysusiltRh .) 
Apollo). In one of them two gods are invoked (Ion, Athena 
and Artemis). In HF two groups of divine beings and one 
god are invoked (the local Nymphs, the Muses and Apollo). 
In two of them the help of other gods is necessary but 
they are not invoked directly (Hel. 167, Pho. 676). Of 
the beings invoked four are principal gods; the remaining 
beings are not, and these beings are more than the 
principal gods. 
6. The selection of, the beings invoked is justified 
within the kletic hymn by certain elements or various 
expressions. They are invoked either under a specific 
function of theirs, or because of their link with the 
appealing persons or the heroes of the play. 
7. The appeals receive a response in the sequel; 
this cannot apply to HF because of the character of the 
appeal; this does not apply to [Rh. ]. 
8. In structure we have various general schemes. 
Euripides is not tied by the convention: invocation - 
Begründung - prayer. Four of the songs consist of three 
parts, two of two parts, and one of one part. The structure 
is not clearly articulated and we commonly find an 
amplification. 
9. The epiklesis is commonly long and the prayer 
is short. In the invocations we find many of the component 
elements, or many epithets: on this see Introduction, n. * " 
-44.1 
10. In four of the hymns we find one invocation only; 
in the remainder we find more than one. 
11. For the god's attributes he prefers to employ 
adjectives only. Attributes are often implied by certain 
expressions. 
12'. The god's haunt is not commonly phrased with the 
traditional manner, except for Hel. 1495; cult-places are 
not mentioned with the exception of Ba cch:, where, though, 
they are not phrased in a traditional manner; 
[ R") is an 
exception. 
13. For the klesis he employs several verbs; it is 
commonly in the imperative, aorist. The klesis is commonly 
accompöýýied;: by a participle or a predicative adjective, 
which mainly express the required manner of appearing. 
14. We commonly find a mention of the place which 
the god is summoned to visit. 
15. In all of them there is a Begründung, either 
precisely-or separately expressed, -or implied by certain 
expressions. The Begründung is either the reason for the 
invocation of the particular divine being, or the reason 
for the particular demand. 
16. A sort of promise for thanksgiving presents to 
the god-we have only in Hel. 167. 
17. All of them-are built according to the 'Du-Stil', 
with the exception of Hel. 167, where it is discontinued 
An the second part. 
18. The epithets are commonly traditional epithets 
of the gods, or they come from the common religious stock. 
A few exceptions occur only. Some of them have relevance 
-4416- 
to the occasion, some are simply ornamental. 
19. In phrasing of the elements and other material we 
find many echoes from-the evidence which concerns our 
research, and mainly from Lyric poetry and the Orphic hymns. 
As for the structural techniques, although they are 
transferable in Euripides, there occur parallels for almost 
all of the points discussed. 
20. The style of the songs is elevated, but not 
always to=-the same extent; in Pho. and CRh J the style is 
not elevated. 
21. Ornamentation is commonly rather rich; it is 
again in Pho. and [Rh. 3_ where ornamentation is poor. 
22. The common hymnal stylistic techniques are not 
commonly found to a great extent; this is mainly due to 
the length and purpose of the hymns. 
23. The treatment of the gods is traditional in one 
way or another. 
24. Lastly, the Euripidean kletic hymns sound like 
solemn appeals, with conventional sacral style and vocab- 
ulary, to a considerable extent. Most of them are also 
decorated songs. They are not close to the cult-patterns, 
they are personal prayers, and in that they are closer to 
similar songs from Lyric poetry. Certain features which 
are characteristic of Homeric prayers (the "Hypomnese", 
a mention of, cult-centres), are not found (with the exception 
pf C Rh J. ) . Generally, they have no affinities to Homeric 
prayers. 
As a.. final remark, I shall quote Langholf, 
p. 119: "Bitten an göttlichen Wesen, gegenwärtig zu sein, 
--1't4-- 
zu dem Sprecher oder zu dritten zu kommen, sind in den 
früheren Tragödien selten. In den späteren Stücken sind 
solche Aufforderungen etwas ganz Gewöhnliches". 
PATTERNS OF KLETIC HYMNS 
IN AESCHYLUS AND SOPHOCLES 
In Aeschylus we find one kletic hymn only in 
the parodos of the Septem (109 ff)*, at the point where 
the strophic division of the lyric starts. The preceding 
part functions as the background of the kletic appeal: it 
t.. is the exposition of the situation; this is also repeat- 
edly described within the kletic hymn, which is uttered 
by a horrified Chorus of women, on behalf of the community. 
N 
They call on the no)IovxoL '4jEoL to save the city. 
The appeal is perfectly suitable to the context and it is 
a purely dramatic appeal. It starts with a collective 






the appeal. Then we have a series of short 
the gods of Thebes individually, 
' 
starting 
and proceeding to three pairs of gods (they 
ned with tG , vo , see above, p... 
4- ). In the 
invocations we find epithets, prayers and 
reasons for the invocation or the appeal. The second 
strophic pair consists of simple apostrophes to Hera, 
Artemis, Apollo and Athena-Nike (ng, Z dtcs ); it concludes 
. 
zith an appeal to 
"O6Ka. 
At the end we have a new 
collective invocation, so that the hymn takes a circular 
* Both Haldane and Knoke analyze this hymn; cf. 
also II 1ze, pp. 83-86, C. Robert, Die Parodos der 
aischyleischen Septem, Hermes 57 (1922) 161-170. 
--IdS- 
shape. The invocation is long. 3 The gods are asked to 
be mindful of the sacrificial rites of the past (this 
recalls the "Hypomnese"); they are also asked to care 
for the sacrifices of the people (in other instanced we 
have a promise for thanksgiving presents). In structure 
this hymn is unique. It is an appeal of the type "come - 
look - listen" (the appeal is uttered in front of the 
statues of the gods). It cannot be divided into parts. 
It expresses urgency and horror. It is a prayer rather 
than a hymn. The expression )ºvccxCs .... nEýkaº. 
jöý. crcr%- indicates 
a procession (in other instances we have a verb of 
praying: iºýVcroVmý ,ýü kETFw The epithets of the gods 
are either ornamental or universal, and have no relevance 
to the occasion (exceot for the epithets noýtä. oxot, , 
noppb! Acu s and WAokk-a xoý kam,. -Tos of Athena). They are 
mainly traditional epithets of theirs or they come from the 
common religious stock. Some of the; 
novo,. v-GZS , nv? 6o&VAa. KE5 r Ie%öý. oxXoJ 
a new word which recalls the homeric 
A oýEvEtoý_ is also a new patronymic. 
m are new: ncurtc- v. S 
K fWros ; ? VC4, M)IMS is 
EeV6t, noýºýS 
Some , of the component 
elements of a kletic hymn are missing. The common hymnal 
stylistic techniques, however, are found to a considerable 
extent. Of the sacred vocabulary we find many words. 
The style of the song is elevated to a great extent. 
Ornamentation is not poor. In phrasing of the elements and 
other material we find some echoes from our evidence. The 
song sounds like a solemn appeal. It will be responded to 
in the sequel. 
--tic, - 
To sum up, the Aeschylean kietic techniques as 
we have them in the single example are far from the 
Euripidean ones, and also they are not close to the usual 
patterns. In a'Euripidean example composed for the same 
occasion, but uttered by a different Chorus (Pho. 676), 








>4 a .Q :O a o o w s o w Li -' -3 = fi i a 9 w Co ww Ö ö IF -? - n 
g 






'ý ý ý U 




H w cn wN W ä " w w % 
N X 
W O .. , 
U) 
: - 















I-" 9 9 
H 
H 
ý UI w 
H 


















The four Sophoclean kletic hymns* provide us 
with a variety of patterns: in Aj. 693 we have two 
separate invocations; in-El. 110, a conjoint appeal to 
the underworld deities; in Ant. 1115 we have a long hymn 
to a god; in OT 159 ff we have a conjoint invocation of 
three gods, 
4 then separate appeals to them, an appeal to a 
god who is not invoked to appear, and at the end a fourth 
god is invoked for epiphany. In structure this kletic hymn 
is unique-among our evidence. El. is a short hymn 
("astrophic"); hi. consists of a pair (in the ant. we have 
the reason for their rejoicing); Ant. consists of two 
pairs; OT consists again of two pairs (the inserted appeal 
to Zeus is not examined here). Aj_ and Ant. are uttered at 
the moment of delusive expectation; El. and OT in great 
despair. Two of them are personal prayers and two are 
uttered on behalf of the community. Aj. is an appeal for 
participation in rejoicing, El. for vengeance, Ant. for 
rescue, OT to avert evil. In El. the sequel will bring 
41 
a response (cf. 11.1395 ff); OT receives a response only 
'prima facie'; Ant. receives no response; in 8, L. the 
action will take a turn for the worse. The gods invoked 
are principal gods (except for the Erinyes). They are 
invoked either because of their link with the city (Ant., 
OT: they are local divinities; this is expressed within 
the hymn in various ways), or because of a specific 
tfunction of theirs, related to the appeal (Aj., El.: this 
* Both Haldane and Knoke analyse three of them; El. 110 is excluded. For a detailed analysis of Ant. 1115 
see Adami, pp. 237-244; for OT, parodos, see W. Ax, ie Parodos des Oidipus Tyrannos, Hermes 67 (1932) 413-437. 
0 
--'149- 
is again expressed within the appeal in-various ways). 
The invocation of Apollo in Aj. is not justified within the 
appeal. In structure we observe the following: all of 
them are divided into three parts. We commonly have more 
than one invocation. Ant. takes a circular shape. In the 
invocations we find epithets and other elements. We 
commonly find many of the component elements of kletic 
hymns. The epithets are either traditional or they come 
from the 
: 
common religious stock. Three epithets ( xPoaea. , 
which are normally used for other gods, 
are here employed for different'gods. Some epithets are 
new: 
0. ý1t/nýaýKTE 
, ýtoeoc1cýE , 
Z: c1i6vcocj4 , cý,, ý04Ea. 
x? OCSO . 
-Tec 
v5, oivwna, ,o ýöcrroýkot6 . Only a few of the 
epithets have relevance to the occasion. The kiesis is 
often accompanied by a participle or a predicative adjective. 
We also find propitiatory words (cf. Keyssner, pp. 87 f). 
Except for the second appeal in AZ and the last appeal 
in OT, which are built according to the 'Er-Stil', the 
remaining are built according to the 'Du-Stil'. In 
phrasing of the elements and other material we find many 
traditional features and echoes from our evidence. Two 
features found in the Euripidean kletic hymns, the manner 
of the god's journey and a mention of the place they are 
summoned to visit, do not occur in Sophocles. With the 
exception of El., the remainder are not strictly dramatic 
appeals. Among them, Ant. 1115 is a real praise of 
Dionysus, it is a hymn rather than a prayer. 
7 
The remainder 
are prayers rather than hymns. In style we observe the 
following: in AJ. and OT it is elevated to a great extent; 
1ý0- 
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in Ant. it is elevated to a lesser extent; in El. it is 
not elevated. Ornamentation is rich in all of them except 
for El. The common hymnal stylistic techniques are found 
to a great extent. Of the sacred vocabulary we find many 
words. 
All the Sophoclean kletic hymns sound like solemn 
appeals with many traditional features. 
SHORT KLETIC APPEALS 
Continuing with the kletic hymns I shall analyse 
now the group of the short appeals of the kletic type. 
These passages are very important for the study of the sacral 
songs, because they show how such songs developed. (see 
also above, p. Af ). These passages are urgent, "'appeals; 
their purpose is not praise of the god. I shall start 
with the longest among them (Bacch. 1017). 
BACCHAE 1017-23* 
This appeal is the epode of the fourth stasimon, 
when the JoS has led Pentheus out to his death. The 
Chorus pray to Dionysus to appear in his animal forms and 
destroy Pentheus. It consists of invocation with klesis 
and prayer. - The klesis is followed by the required manner 
of appearing, phrased with two infinitives and a mention 
of the three animal forms of the god (the construction of 
". 
ýthis 
element here is unique among our evidence). Then we 
It is analysed briefly by both Haldane and Knoke, 
together with the preceding part of the stasimon. 
-414- 
have a second klesis with a different verb (cf. also Hel. 
1495). The invocation of the god is bare (with the 
exception of Ar. Ran. 674, in all kletic hymns the 
invocation is not bare). There follows the prayer, in the 
imperative. The transition to it is achieved without a 
ýWVcý t1 o6wRw Cf . particle. The god is asked to act ýE 
r 
O. hs. 33.8, 
ökº-t-a. 
'cv JDcZew , 47.6,6gv. 
ýviats n? mr%tSEcsv-L-v' ; 
in Pi. nth. 10.35 is said of Apollo: cüýa. ý. 
ýcut 
.t V-ä. Xc%, 7 
"A n- 
öaýºwvýQE,, ö .... The appeal lacks a Begründung; ÖP 
as a reasön. for the appeal we can take the expression 
°s`ýe°ýeEVSä, Sbarýcäv Many of the component elements are 
missing and they are not even implied. For the animal 
form of Dionysus cf. the prayer of the Elian women (-[a fos), 
Hom. h. 7.44 O. hs. 30.4 (TcwPwnös 45.1 (-rcvfoVEt6onoS) , 
h. 29.7 he is noýv o ýoS. The 52.2 (ýaveöT ups ); in O. h. e 
snake form of the god is not mentioned in our evidence; it 
occurs in a later poet (Nonnos, Dionys. 40.45 f)1. Of the 
sacred vocabulary we find two words only: 
&ý3L iýI 
" 
The style is elevated: we find three new words (noýkokecwoi 
no? %A? edwv , cL 
I, 
s ), three heavy compounds. 
Ornamentation is not poor: we have four adjectives, one 
metaphor (11.1020 f). The common hymnal stylistic 
techniques are not found (we find one exclamation; the 
article occurs once). It is a personal prayer on behalf 
of the Chorus and the god himself (cf. also Ba_ h. (519) 
. 
$50). In the following messenger's speech we hear of the 
immediate response to this appeal (11.1030 ff). The 
appeal is short, apparently because the plot is running 
rapidly and the context does not admit any praise of the 
--I2S- 
god (as, for instance, in the second stasimon), or any 
amplification. The appeal comes naturally at the end of 
the stasimon, whose central theme is the punishment of 
Pentheus. 
ALCESTIS 86-92* 
The appeal is a part of the first strophe of the 
parodos.. The Chorus have heard the news and they want to 
know whetfier Alcestis is already dead; in their anxious 
questions, an appeal to Apollo as Paean is inserted, to 
appear under his function as '4noTeono os 
1 
and avert the 
a'tiw . Apollo is also invoked because of his particular link 
with the house of Admetus, which, though, is not mentioned 
within the appeal. For such short paean prayers cf. Eur. 
HF 820 with the Commentary of Wilamowitz, ad loc. 
2 The 
appeal consists of a klesis in the optative with 
13 
(see also on Hel. 167, n. 43 ); in most of the extant kietic 
hymns the klesis is in the imperative; we have, however, 
some kletic hymns in which the klesis is in the optative 
too. It is worth mentioning that this appeal, which is 
the earliest kletic appeal in Euripides, is in the optative, 
and it is short; as Ziegler says (p. 11), from the fifth 
century B. C. the use of the optative in prayers becomes 
more common than before, and "homines nec iam imperare dis 
audent, sed optare suppliciterque eos implorare"; Euripides 
employs the optative to a great extent; Sophocles is 
between Aeschylus and Euripides in that aspect (see 
Ziegler, p. 13). The klesis is accompanied by a predicative 
:ý 
* Haldane briefly analyses it. 
4 
adjective with which it forms a prayer (see on Hel. 1495, 
p. 60 ). The invocation is bare, accompanied by an 
exclamation. Of the sacred vocabulary we find one word: 
In this passage we find one new and rare word: 
the expression is also a metaphor. The appeal 
is suitable to the context, which is one involving distress. 
If we ask, why is it short, and not a proper kletic hymn, 
we can hardly find an answer. Perhaps it is so, because 
the contex'*shows some confusion of the Chorus. On this 
point cf. also. Langholf, p. 119 (see above, p. ^ßl3 ). 
KRETES fr. 5.4-5 (Cantarella) 
The fragment is a monody of Icarus (either the 
original or a parody) quoted by Aristophanes in R_ 1356 
ff (for a further discussion, see Cantarella, pp. 80-83, 
Kleinknecht, p. 100 and L., Radermacher, Aristophanes' 
Frösche, Wien, 1954, p. 329). The invocation of Artemis 
consists of two epithets and an enovv 04., a klesis in the 
imperative, a, participial clause expressing the required 
"'ý ý%ý 
manner of appearing and a mention of the place she is 
asked to visit (9%ä, So kuAD%j nmvti L%a) . The transition to 
the invocation of Artemis is achieved through 
cuIc% 
(cf. Eur. HF 785: svs i' ). The AMTOWA. is 
chosen here for its relevance to the occasion (it is of 
Cretan origin and is associated with the function of Artemis 
aq, the goddess of hunting; it is also found in Eur. H 
146,1130, IT 126, Ar. Ves . 368, O. h. 36.3). Artemis 
is 
asked to appear with her dogs under her function as the 
goddess of hunting (cf. also Limenius 1.40, kvvWV i' 
--in- 
it A? 2O . h. 36.5, KvvKpF- t, Ar. Lys. 1262, Y. vva. 6 E 
For the epithet of Artemis na%s (not in an expression of 
origin) see on Ion 452, p. 44 ; the epithet kam (a common 
epithet of Aphrodite) is also employed for Artemis in 
A. Ag.. 1403; Euripides employs the form Ko. 9iýUXTa in 
Hipp. 70. The appeal here is for a successful escape with 
the help of the dotjs of the goddess; in other examples 
her arrows are mentioned in the demand: cf. A. Sept. 146, 
Eur. Pho. '151. Our appeal, though it is short, sounds like 
a solemn prayer with a considerable amount of traditional 
features. In structure and vocabulary it sounds Euripidean. 
ORESTES 1299 f 
While Helen makes an appeal from inside, Electra 
utters a short appeal for divine aid with the enterprise 
against her. It is an appeal to Zeus who is invoked by a 
periphrasis) The appeal consists of invocation with an 
anadiplosis, and klesis with a predicative adjective (cf. 
in particular Tim. Pers. 204). The periphrasis a6cv0. ov 
KQäZos is Aeschylean in origin: cf. Eum. 27, T1o6E+SWVOs 
K? 
c. 
ros KaAoÜ 60, º Ag. '619, ýi'ýcw K9LTos , of Menelaus t 
Sept. 128 ILýöýaxov icxäioS of Athena and Suppl_ 525 
of Zeus; cf. also Pi. 01.6.95, 
<, 2 
TEýºKozazov 1cea. 'LoS 
2Av s k9LTos . For nävtw$ which occurs in the appeal, cf . 
A. Sept. 117: nä vt. ' 
ä. 
eh. Iov (appeal to Zeus). For the 
epithet öcevaoV 
3 
cf. Ar. Nub. 275, mevcwt. tJEbQ)ýa:. , Sim. 
531.8 f, cä? c--r&S tav UEiýoMvOS köctk. ov 
a evaov -c& r. aroS , 
Pi. 01.14.12 o. Levmov .... tla-r . 
'0 
V i. r oto Ttiuasi. The 
appeal to Zeus is justified by the preceding appeal of 
-'ISB_ '3 
Pylades to Zeus nrö6ovos and Dike (1.1242). It is a 
personal prayer. It is short because we have a rapid scene. 
It shows urgency. 
BACCHAE 582-84 
In the lyric dialogue following the kletic hymn 
at 11. (519) 550, the god is heard from inside addressing 
the Chorus, and they apostrophize him to manifest himself, 
not to come on earth (living-his abiding place); the god 
is on earth. The short appeal consists of invocation and 
t.. 
klesis. Itstarts with an epithet in anadiplosis; then 
we have the klesis with the expression wj. 
eTeeod Es. 
tt iaßo%j (we do not find here a mention of the place he is 
asked to visit, since he is there); at the end we have the 
name of the god in anadiplosis. The epithet S&CMO a. comes 
from the common religious stock; for Dionysus is-also used 
in Ar. Ach. 247, Thesen. 988. Though it is short, it sounds 
like a solemn appeal. It is short, 'because it is in a 
rapid dialogue. 
Turning now to Aeschylus and Sophocles, we observe 
the following: in Aeschylus we find one short appeal only 
of the kletic type: Suppl. 630 f; it is an invitation to 
all the gods to come and listen to their song. Their 
' 
appeal is of the type "come and listen". The first verb is 
in the imperative, the second in the optative (similar 
examples are 0 hs . 48; 60; 74). The invocation is bare; 
the gods are invoked as Eot, etoaeJ $ (on this see the 
Commentary of Tucker, ad loc. ). In Sophocles we find one 
-A19- 
short kletic appeal in OC 1091-95. The appeal comes at 
the end of the second stasimon (in the preceding lines we 
have an appeal to gods of the euctic type: such a 
combination of two different types of appeal is also found 
in OT 159 ff, Eur. Kretes fr. 5). The appeal is on behalf 
of the community. It consists of decorated invocation and 
klesis with, a predicative noun (in other examples we have 
an adjective). For the numeral cf. OT 159, TFL(rcroL : 
this is ä=-Sophoclean technique. The epithet 
ä-c-ýtiws of 
Apollo is 'new; Artemis is called nýrýývsüKcwý 
örtcL Os ... . 
Luv 
and this is a unique expression. Though it is short, 
it sounds like a solemn appeal. It is short, because it is 
a part of a longer appeal. 
******** 
To sum up, we find different techniques in the 
three Tragedians, as far as the short kletic appeals are 
concerned. In Aeschylus we have one such appeal, which is 
not solemn, and it is introductory. to the long prayer. In 
Sophocles we have one such appeal again, with a decorated 
invocation, which sounds like a solemn appeal. In 
Euripides we Find five such appeals which are independent, 
with the exception of, Kretes fr. 5.4. These appeals sound 
like solemn appeals, short though. In all the instances 
the appeal comes during a sequence of rapid action. 
"ý. , 
_-iso- ,3 
SUBTYPES OF KLETIC HYMNS 
In Euripides we find two lyric appeals* of the 
i. iý -type: Med. 1251 and El. 1177 (a short appeal). 
29 Peleus fr. 620 N, an appeal of the Ký"vi -type is excluded 
because it is not an extended fragment; 
' for this passage 
see C. M. Bowra, A prayer to the Fates, Q8 (1958) 231-240. 
MEDEA 1251-60 
After the messenger's speech on the death of 
Kreousa and her father, and Medea's decision to kill her 
children, `the Chorus sing the fifth stasimon. In the 
strophe they call on Ge and Helios to look upon Medea's 
murderous action and prevent it. The appeal, in ten lines, 
is on behalf of Medea's children; it is a personal prayer 
to avert evil. 
It is difficult to distinguish between apostrophes 
to the sun as a star and as a god, as well as to the earth 
as the place where we live and as a goddess. In Greek 




and` Trios . The, sun, however, was commonly 
thought of as a divine being: cf. RE 8.1, s. v. Helios, 58, 
with Soph. fr. 672 N2 (inc. fab. ). In certain tragic 
passages it is clear that S. andj0toS are taken as divine 
beings: cf. A. Pers. 629,641, Sept. 69, Soph. Ant. 337, 
OT 660, OC 869, Eur. El. 678, IT 1267, etc. 
1 In our 
passage Ge and Helios are apostrophised as divine beings; 
, 
the Schol. ad loc. comments : EnýKa, ýK-tc,. ý, Toys 
ýEoýs nýa. ý. 7ºý - 
LtvC. oýS iroýol5 Eis To Kv. )'ºvcrcu. avtwv " ;b TotawZVýS 'to'º"S. 
Koi `IE4)1ov 
. 
ý. lv nty-a. %E; -rai, iq ovCN ktiZKCLS I K. a. L 
öu. 
* Both Knoke and Haldane analyse fled. 1251 only. 
ý13ý -ý 
rlcwti E&oeä raü. nävti fiaV-OVK -uwv 
`v. V 
ýovtr v SexEýcu. -Cas V. t. c.,, ýov%1cL. s -tö 06L ff. (cf. 1.1257). 
Two additional reasons for invoking these two divine beings 
in this case is that Ge is Kovecieöbos "par excellence", the 
goddess of birth, and in particular of child-bearing, 
3 
and this appeal is on behalf of Medea's children; on the 
other hand Helios was the god of Korinth, which was called 
4 
rtöats ', and is where the action takes place. 
Haldane believes that it is 
than to the sun itself, but 
"AFAltov is a periphrasis for 
reason is this: at 1.746 M, 
an address to the sunbeam rather 
apparently the expression äw. 
cS 





nEýoý týs nmlefa 
ý'yýaýoý riot -toüýov and at 1.752 we read: 
cýWvý. 
t. Caioºrl CKaioV ý1 atjv`o-J 6E&. Sý 
(ýEo 
TE r1ä-ýT0. S. 
For conjoint invocations of Ge and Helios (together with 
other gods) cf. I1.3.276,19.258.6 In Greek Tragedy we 
find prayers to Ge (whether invoked together with other 
gods or not) in A. Pers. 629,641, Sept. 69, Cho. 399, 
Eur. El. 678; and prayers to Helios in A. AA. 1323, Su pi. 
213, Soph. OC 869.7 Our passage is the only example in 
which Ge and Helios are invoked together, and are invoked 
to prevent a murder. The appeal to them is partly justified 
within it (in the case of Helios only: the link between 
Helios and the children). The two epithets employed here, 
na OAS and 'gtoýEgeS , have no relevance to the occasion. 
The appeal is of the "look"-type, because the beings 
invoked are ever-present and all-seers. 
--131 - 
Structure" 
Part i: the song starts with the invocation of 
the two beings, with cEKl (this is the only example we 
have of two conjunctions in a conjoint invocation of two 
beings). The invocation of Ge is bare; Helios is invoked 
by a periphrasis, where we find one epithet (cf. also Eur. 
Or. 1299); there follows the klesis. in paregmenon, which 
is a common stylistic technique in Euripides, but it is not 
common in the epiklesis: cf. Hom. h. 24, GpxEo .... 
Eni-exto . 
The epiklesis is not simply to 'look upon', but we also 
have an indication of time. 
Part ii: the Begründung is in the middle part 
and is the reason for. the invocation of one of the two 
invoked beings: it is the link between this being and the 
heroes; apart from that we also haver a reason for the 
appeal here, which is some reflection on the concept of 
murder. The transition to this part is achieved by the 
participle 
1. 
Part iii: the prayer consists, of three verbs in 
the imperative, in asyndeton (cf. also Sapph. 1, three 
imperatives, not in asyndeton; A. Sept. parodos, the end, 
accumulation of imperatives, not in asyndeton; Soph. El. 
110, three imperatives, the first two in asyndeton; Ar. 
I 
Lys. 974, accumulation of imperatives, with gcr). The 
transition to this part is achieved by the conjunction 
a. ýaa, and this is traditional (see Patterns of kletic hymns 
in Aeschylus, n. 2). Here a new invocation of Helios only 
is inserted (see on Ion 452,3Z p. ), by the noun 16c-OS- 
The prayer is addressed to Helios only (it corresponds to 

























N ýý Ö 
-ý3ý- 
Examination of theelements 
and other material 
The epithet qa\A. 60. v1s is also employed by 
Euripides for the crtaas in Tro. 548. It first occurs in 
Aeschylus (Pers. 612, of honey); cf. also Ar. Av. 1709 
(naaks ä. acý, e of Pisthetairos). It recalls the Homeric 
epithet of Helios, no. ýLäýavöuD» (Od. 13.29) ; cf. also Hon i. h_ 
31.10 f. The expression ä. ß, 
ü 
s 'Ua! oo is also found in Pi. 
Paean J; x. 1 and in Soph. Ant. 100. For the expression Tt s 
%ý. 
""". ýovä, s 
$ 
cf. A. Sept. 141; cf. also Pi. 01.4.2, 
t ýuý. P """. 
"X? odms (&o. ic ) recalls the epithets of 
Helios xevc%Lq $ xýý6ýoýEýýws xQýcoývc s and the like 
(see Bruchmann) . The two epithets of Helios here are 
övö-ca-. 
ýýn7ýä The hymn is built according to the "Du-Stil". 
It lacks some of the hymnal elements, but this is due to 
the nature of the appeal, which is addressed to the two 
elemental powers, which are ever- present and which are 




Of the sacred vocabulary we find four words: 
11 1 %-SetE ,% tT cis , oý ,1 The style is not elevated 
(we find two heavy compounds only: a. oToKZÖwov , 
SLo%EVEi )" 
Ornamentation is not poor: we find six adjectives and one 
metaphor (eQý r-rrw). The common hymnal stylistic techniques 
are found to a limited extent: we find two epithets, two 
exclamations and a few short phrases in rapid succession 
to express urgency: rc v"1tCA: 
EIE%lE 
. The article occurs once. 
t#*fty*# 
ý, -4., S-' 
To sum up, the song sounds like a solemn appeal 
to some extent. It is merely a prayer, and it is strictly 
a dramatic appeal. It is perfectly suitable to the context. 
The appeal will not receive a response in the sequel. 
Nevertheless, Helios will save Medea at the end (cf. 11. 
1321 ff). 
ELECTRA 1177-82 
Orestes having committed the murder of his mother 
appears-. on. the stage and invokes Ge and Zeus to witness his 
deed. l He is struck by his deed and wants to ask for the 
mercy of the gods. The appeal is not simply to "look", but 
to "look benignly". The short appeal is part of a korunos. 
Ge is invoked as an ever-present power; she accepts the 
blood of the dead. This invocation is bare. Zeus is 
invoked as nc vS6er. 
ýta. 
S QeotwJ . This epithet is new 
(cf . 
Bacchyl. Dith. 17 (16) . 70: 
ZS.... ýVTtuc e ukLc. " """" 
navS 
Ja. ). Zeus ' is the, all-seer: cf. Bacchyl. Dith. 
15(14). 51, A. Suppl" 139, Eum. 1045, Soph. OC 1086, Ar. 
2 
Ach. 435. He is all-seer in a moral sense. For the 
invocation of Ge and Zeus, see on Med. 1251, n. 6, and cf. 
A. Sept. 69, Eur. Ph_ 1290, Or. 1496. Of the sacred 
vocabulary we find one word only: The appeal is 
short and not solemn. It mainly expresses the emotional 
situation of Orestes after having killed his mother. 
I 
-41c- 
PATTERNS OF SUBTYPES OF KLETIC IN 
AESCHYLUS AND SOPHOCLES 
Contrary to what we find in Euripides, Aeschylus 
offers a great number of lyric appeals to gods of the 
"listen" and "look"-type. In Sophocles we do not find any 
such lyric appeal. The Aeschylean appeals under consider- 
ation are the following: -* "Listen"-type; Suppl. 77-85,1 
2 
168-175, Cho. 800-806. Short appeals: Sept. 626-29, 
Cho. 39$'f, 476-8. "Look"-type: - Su 1.1-10,144-53, 
524-99,808-24. Short appeals: Se t. 104-7,481-85, 
Supp1.625-29,1030-33, Cho. 405-407. 
One of the aims of the present research is to 
compare each group of. hymns and prayers in Euripides with 
the respective group in Aeschylus and Sophocles; this 
cannot be done in the case of the "listen"-type appeals, 
because there are no such appeals in Euripides. The sub- 
types of kletic, however, follow the patterns of the kletic 
appeals, of which Aeschylus offers one example only. The 
same applies to the, "look"-type äppeals, of which Euripides 
offers two examples only. Of the above-mentioned fifteen 
Aeschylean appeals (of both types), eight are short appeals. 
Of the remainder, one is hymn rather than prayer: Su 1. 
524: such a praise of a god has no parallels among the 
Euripidean and Sophoclean hymnal songs. 
3 The first strophic 
pair can be taken as an independent appeal with invocation, 
Haldane analyses all these appeals, except for 
Suppl. 808, but without classification rules. Knoke analyses 
the prayers from the parodos of the Septem and Su plices, 
and also Sei 1.524,808,1030, Cko. Soo (the whole stasiinon) . 
See also Holzle, passim. 
-A 3'] - 
prayer, and short Begründung. What follows is a long 
'pars epica' in narrative, whose function is twofold: it 
speaks of their ancestors, Io and Epaphus, and . his shows 
the link between them and Zeus; at the same time it 
celebrates the almighty Zeus who liberated Io. (A different, 
and shorter, "pars epica" is found in Soph. Ant. 1115, Eur. 
Bacch. (519)550). The divine beings addressed in these 
appeals are Zeus (six times), 
4 Artemis (twice), Ares (once), 
Ge (once), the underworld deities (three times), the house- 
hold deities (once), the ancestral deities (once) and the 
(ftoýioZ ccL ) gods (once) .5 Some of these passages are 
appeals to "listen" or "look" only; the remainder also 
contain another demand for a particular service. As we 
noticed in. examining the two Euripidean appeals of the "look"- 
type, the divine beings addressed are all-seers or ever- 
present (Gel Helios, Zeus). In Aeschylus most of these 
appeals are confined to the Septen and the Supplº in 
which the action takes place in holy places, 
6 
and the Chorus 
see the statues of the gods (cf. Sept. 96 and Su 1.189, 
192). On the other hand, we find appeals of the "listen"- 
type addressed to the chthonian deities: they must be made 
to listen from the lower world. Another such appeal to 
the household deities is due to the fact that their seat 
is inside the house. The gods are invoked under a specific 
function of theirs, or because of a special link with the 
petitioners: these are indicated by epithets or other- 
wise. In some examples the gods are not invoked by name 
but they are identified by other expressions: Su 1.144, 
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Cho. 399,405,800. The invocations are either bare, or 
accompanied by one epithet or another element. Only three 
among them sound like solemn invocations: Su pl. 524,808, 
Sept. 104. The epithets employed are mainly new, 
7 
or they 
come from the religious stock, although they are not 
traditional epithets of the particular god: they are 
S 
chosen here for a specific relevance to the occasion. 
AQL 4{A e. t º4k¢. t » kave. ro-4ovc c. e, 4-o 44u acta. sio. ý., wt: -KA, 
the exception of one single ornamental epithet: Cho. 476: 
ýä QES . We also find some traditional epithets of the 
particular gods ( äa4ä. , näT&Q , %Lvi, os , etc. ). In structure 
some of the component elements are missing, The style is 
elevated. Ornamentation is commonly rich. We also notice 
the use of many propitiatory words. What is Str C%L t is the. 
great number of such appeals. 
follow Aeschylus' technique. 
v 
Euripides obviously does not 
GENERAL CONCLUSIONS 
ON THE KLETIC HYMNS AND THEIR SUBTYPES 
IN GREEK TRAGEDY 
The examination of the patterns of kletic hymns 
and their subtypes in Greek Tragedy offers some significant 
conclusions on the methods of composition and the tradit- 
ionalism of the three Tragedians. Although all of them 
composed prayers in their plays of the kletic type, which 
is a specific class of religious song, each of them conforms 
to the traditional patterns in a different way. 
The first remark to be offered is that in 
Euripides we find a greater number of examples of this 
rS 
class (but we have more complete plays of his). Still, we 
-4qI .. g. 
observe that Aeschylus does not use the kletic type of 
appeal; on the other hand we find many subtypes of kletic 
in his plays (this is not common in Sophocles and Euripides) 
in which, though, he follows the tradition to a small 
extent. It is only Sophocles who offers an example very 
close to the cult-patterns, though it is an appeal for 
help (Ant. 1115). On the other hand, Aeschylus, in two 
examples, combines the prayer with the praise of the god, 
in a way which has no parallels in Sophocles and Euripides 
(Suppl" 52.4 and 808). We find the same technique, but to 
a lesser extent, once in Euripides (Bacch. 519(550)) and 
once in Sophocles (Ant-. 1115). In all of the passages 
examined in'this chapter we find traditional elements, either 
to a great or to a lesser extent. All these passages are 
purely dramatic arid'have a specific function within the 
play. They are prayers for help, rather than hymns' (a 
few exceptions occur among them: A. Sup 1.524, S. An 
1115, Eur. Bacch. 519(520)). Some of them are at the same 
time purely poetical passages, and this applies mainly to 
the Euripidean, ones. Sophocles appears to he the first 
among the three Tragedians to employ more traditional 
features. He'is closer to the tradition, as far as the 
kletic hymns are concerned, than Euripides, and Euripides 
is closer to it than Aeschylus. An interesting picture 
for the methods of composition of the three Tragedians is 
offered by the short'kletic appeals: again the three 
Tragedians differ from each other. 
-41-3-. 
A special remark must be made about the epithets 
employed in these passages. In Aeschylus the epithets are 
mainly relevant to the occasion; they are either traditional 
or new; he also employs traditional epithets in a specific 
sense. In Sophocles the epithets are either traditional or 
new and rare, but not always relevant to the occasion. In 
Euripides we find both traditional and new epithets created 
for the occasion; but not all of the epithets are relevant 
to the 
. 
occasion. In Aeschylus we also find many propitiatory 
words or words which look to the fulfilment of the prayer. 
This is also a characteristic of Sophocles, but to a lesser 
extent. In Euripides we do not find such words. The gods 
invoked in all the passages examined, are carefully chosen 
and the reason for, the particular invocation is justified 
in various ways. In Euripides, the nature of the appeal or 
certain other elements within it, give a more humanising 
picture of the gods than in Aeschylus and Sophocles. 
Another different technique between Euripides 
and the two other Tragedians is that there is no entire 
stasimon in his plays which is a kletic appeal from the 
beginning to the end (ßacch. 519(550) is a different case), 
as is A. Suppi. 524, Soph. Ant. 1115. 
Lastly, what Is the most interesting remark, is 




The term "euctic" as a specific class of song 
occurs in Menander and Proclus; cf. also Pollux 4.53 
( E'ctt. <L ) and A. Gr. 1.118 (the title) . Each class of 
hymns according to Menander's subdivision (cf. p. 333) 
may include a prayer, and in that case they are also 
called "proseuctic" and "apeuctic" (cf. p. 342). As a 
specific. class, "euctic hymns" are short hymns whose main 
purpose is prayer, 
1 
and not praise of the god: 
SE 
ot wxv1. ' 
exov-t 
s a4fzo Twv 
ä, ))wv pQ7'>%J LSv knoVkv, 
ýcaý. ä. nEVK - to oý Tä, 
ýýavüa fr. 
)%O 
Eýcl, yýýýs (p. 333) ; 




. %c. wrmyoö oos t4. º&L 
(p. 343) . 
As an illustration Menander quotes Plat. Phaedr. 279 b-c, 
w k. ii ck COM64t51 o; Cl- S LVA. Qe. 1'n'JocatC CM- cVAd,. 1r er 
1" 
(his example, however, 
toes 
not come from poetry). Proclus 
includes this class" in the list of songs "'S 
%-00S ycc" 
civ9eInoý5 (cf. 320a) ; his definition of this class is as 
follows: EVKt vY 
SC- \42 
. 
4Pa&Eto 't'ots ciLT0., EVo1S "LL 
ncLea, ýEoý ýE 1105bc 1, (321a) .3 In the present research 
I 
shall follow Menander's definition of euctics, since a 
number of songs in Tragedy conform to this definition and 
not to Proclus' definition. Such songs are con ructed to 
the a great extent in accordance with the principles O. L. 
kletic hymns4(of course they lack a klesis); kletic 
hymns and their subtypes, which contain a demand for a 
particular service, are also euctics. In one euctic from 
Homer (I1. 16.233) we read at the end: 
wS Gba-c. ' Eüxö voS, 
ýý 
'To v 'b Ex. aý6 
< ý. t. KUETa. 
< we have ýEVS ý the same in appeals 
-ýý}5-ý; 
of the "listen"-type: cf. I1.1.37, wa-iere we read at the 
cl ,1 end: uaS Eýaz. 
' E-vxöý. EvoS , Tov 
Sl sv_X, e cbotQos ', 4noA7wv 
Nevertheless, if we ask why these prayers do not contain a 
klesis, it is not always easy to find an answer. In some 
cases, however, the lack of such a klesis is justified by 
various reasons: for inaance, in Eur. Alc. 218 Paean is 
not asked to appear, because this has been done earlier in 
the play (cf. 1.90); in Eur. Heracid. 770 Athena is not 
asked tro appear because. she is there, she is the no)totxos 
of Athens (in A. Sept. 109, however, the n o; htovxot 
9EOL 
are asked to appear); sometimes the nature of the demand 
itself does not require an epiphany of the god (cf. Eur. 
fr. 912N2). Still, there is no answer to the question, 
why is there no demand of the type "listen" or "look", 
after what has been said above for I1.16.233. Probably 
we have to accept that in these cases, either the epiphany 
of the god (if it is necessary), 
5 
or his attention, is 
implied. Lastly, some of these prayers are wishes rather 
than demands for immediate action of the god. In Drama, 
some of these prayers are not strictly dramatic, as is the 
case with the kietic hymns (cf. Eur. Med. 627). These 
appeals are not very long6 (most of the kletic hymns 
examined in Chapter I are not long, also). Among our 
evidence we find many passages of the euctic type, which 
are either independent songs or they are found within a 
,. longer poem:? I1.2.412; 484,3.276; 320; 351,6.305, 
7.202,8.236,15.372,16.233,24.308; Od. 13.356,17.240, 
1.8.202; 235,20.61.; 98; 1128; Homhs. 10,11,13,15,20, 
22,26,30,31; O. hs. 5,10,19,20,21,23,24,26,37, 
-X146.. 
38,57,64,65,73,77,84; Sapph. 5; Pi. 01.2.13-15, 
4.1-13,5.17-21,7.87-92,13.24-31, Pyth. 1.67-75,8.61-69, 
Isth. 6.43-49; The. 341-50; 757-64; 773-82; 1087-90; 1119-22; 
Carm. Conv. 884,885; Ar. Vesp. 316; 869-891, Pax. 385; 774; 
Lys. 335,972, Thesm. 352, Ran. 340, Eccl. 952. 
In Greek Tragedy we find the following euctics: 
A. Pers. 628-56, Suppl. 23-39; 40-47; 632-693; 9 1062-73, 
Ach. 146-55, Cho. 782-99; 807-826, Eum. 956-967, PV 574- 87/ 
894- 907 . Soak. oT . 190- toi. ; cio4-q4o, 
Trach. "94-111, OC 1477-35,1556-78. Eur. Alc_ 213-25, 
Med. 627-41, Heracld. 770-83, Su 1.626-33, Tro. 511-21, 
Ion 1048-89, Pho. 1054-66, Or. 316-31, Bacch. 402-15, IA 
543-57; 1521-31, fr. 912N (inc. fab). 2 
As a type-specimen for our analysis I shall take 
a prayer from Homer (I1.16.233) and a prayer from Lyric 
Poetry (Pi. Isth. 6.43-49). 


























The servant reports that Alcestis is still 
lingering, and the Chorus sing the first stasinon, which 
opens with a question to Zeus, whether there is any hope; 
this is followed by a second question to themselves, whether 
they will start mourning. 
' Still, they have faith in gods 
and they utter a prayer to Apollo as Paian. This functions 
as the=nswer to the preceding questions, 
2 
which express 
doubt. Although they apostrophise Zeus, the almighty, at 
the beginning of the strophe, they appeal to Apollo to save 
Alcestis, because of his special link with the house of 
Admetus, and also because he is the 
'A nor? ono-ws god, to 
whom they have appealed again at 1.90. The single epithet 
employed in the invocation (wval ), is ornamental; it does 
not indicate the particular function under which he is 
invoked; this is indicated by his EnvOvOVL« flatät" It is 
a personal prayer, a demand for a particular service, on 
behalf of the royal couple, with which the Chorus show 
their sympathy. The prayer is the second half of the first 
strophe of the stasimon. Before the invocation we have an 
introductory exhortation to prayer with a "sententia" which 
looks to the fulfilment of their appeal (see on Pho. 676, 
p. ýS and n. 4 ). The introduction is unique among our 
evidence of kletic and euctic appeals. 
ý. 
Structure 
After the introduction*we have the part i_- 
invocation with an epithet and the name of the god only 
Haldane and Knoke analyse this prayer briefly 
(Haldane, from 1.220). 
_-ýM,. 
ý 
. ý't 4ýq 
(which is one of his Enwvýýw-cu ): we have the same in Pi. 
Isth. 6.43, Tim. Pers. 237, A. Sul. 1; 625; 1030, Ag. 146, 
Ar. Lys. 1296, Ran. 386, etc. 
Part ii: ' the prayer. It follows the invocation, 
the transition being achieved without a particle: we have 
the same in 11.7.202, Pi. 01.13.24, The. 341, A. Pers. 
628, Ag. 146, etc. It consists of two imperatives, the 
second in anadiplosis. 
Part iii: the Begründung. It is the reason for 
the particular invocation, a: -° "Hypomnese" of past services 
rendered by the god to the person on behalf of whom the 
appeal is being uttered. We find the traditional ßäe with 
kai no os (cf. Il. 1.451: this type 
of "Hypomnese" is commonly introduced by 
K 
no-re and the 
like (cf. I1.5.115, Sapph. 1, Soph. OT 159, Ar. Thesm. 
1148, etc. ). This is the single example of such a 
"Hypomnese" among the kletic and euctic appeals in 
Euripides, and it is one of the primitive elements of 
Greek prayer, 
3 
common in Homeric prayers. 
Part ii: the prayer is repeated with ºcai. VUJ 
(the v3J is common in prayers with a "Hypomnese": cf. I1. 
1.451,10.278; 284, Sapph. 1, Pi. Isth. 6.43, Ar. Thy 
1148). Here we find another two imperatives, the 
transition to the second being achieved by the particle 
le. 
The demand becomes more precise here. Such an accumulation 
of prayers is not common in Euripides: cf. il_ 2.412, 
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Examination of the elements 
andother mate rial 
The introductory phrase %E ßä. e Suva . ts, - a'- 
Ea-recalls Od. 10.306; cf. also A. Sept. 226 and The. 373.4 
The single epithet employed for Paian is a traditional one: 
cf. Il. 15.253,21.461, Hom. h. 3.15; 179; 285, Solon 13.53, 
1 
etc. For the prayer o--v-e os 6EJou cf. also A. Sept_ 175 
and Eum. 298 (see also Ziegler, pp. 57 and 58, n. 1). 
The pryer ctncnaW6oJ recalls one of the etymologies of 
the noun ncuäi from the verb cIaouo (see Fairbanks, p. 3) , 
and also` the definition of the paean as a hymn Ent. mo.: ca. -% 
S 
newl" ýolkk v-O Z. tauc. ov (see Fairbanks, p. 15) . For the two 
prayers in our song cf. Keyssner, p. 112. For the epithet 
&öv. ov (ýMCLV ) see on Hel. 167, p. Sý. . 
e Vocabu1ary-Sty1 
Of the sacred vocabulary we find five words: 
%Lot, (twice) . E0xü. > ýa I 
WVCLI r ýv-cVRLos I ýG%100 . The 
style of the song is not elevated. Ornamentation is poor. 
The common hymnal stylistic techniques are found to a small 
extent: we have one epithet, one exclamation, one 
anadiplosis; no article occurs. 
Yet it sounds like a solemn prayer with some 
echoes from our hymnal evidence. It is not long and thus 
I 
it conforms to Menander's instructions: S. C, OOS TOIOt)TOVS 
Jý. vvus VV- Kcrcarc. 
öros. 
614c" (cf. p. 343). The 




After the dispute between Medea and Jason on his 
new marriage, the Chorus sing the second stasimon on the 
dangers of excessive love, and pray to Aphrodite for a 
peaceful love-life. This is the first strophic pair of 
the stasimon. The prayer is not a demand for a particular 
service. It is a prayer on behalf of themselves, a non- 
dramatic prayer, inspired by Medea's misfortune (cf. also 
A. PV 526; 894)". It is a prayer for moral blessings (cf. 
also The. 1 ff; 1119, A. PV 526, Eur. IA 543, O.. hs. 4,76, 
etc; see further E. R. p. 202, Keyssner, pp. 158 ff). In 
Greek Tragedy we find a few prayers only of this type. 
Heiler (p. 195) quotes our passage (11.635 f) with A. Cho. 
140 f and Plat. Phaedr. 279b to illustrate the two religious 
I 
and moral ideals of the Greeks: cjrwAPoavvv. and E ae, (4a . 
Cf. also Sapph. 5 which is a demand to Kypris and the 
Nereids for a safe voyage to Sappho's brother, and also a 
prayer for Kypris to make him a wiser and better man (see 
S. and A., pp. 127 f); we have the same motif in Ar. The sm. 
291. In our song there is a philosophical tone: prayer i. s 
mixed with reflections. The destructive or crafty power of 
Aphrodite or Eros is a common motive in Lyric poetry and 
Tragedy (mainly in Euripides: on this see below, p. 3+-+ ): 
cf. Anacr. 398; 413, Sapph. 47, Soph. Ant. 781, Eur. Med. 
330, Hi p. 39, Tro. 989, IA 543, fr. 136N2 (Androm. ), fr. 
161N2 (Ant. ), fr. 875N2 (inc. fab. ), etc. In our song 
Haldane and Knoke do not analyse this prayer. 
-453-. 
I this is indicated by the epithet The second 
epithet, SOMowa. , comes from the common religious stock; 
it is ornamental simply. 
Structure 
Part i: the song starts with a Begründung; it 
contains certain reflections on love (cf. Ion 452, the 
antistrophe). This is the reason for the following appeal. 
2 We find the K -clause here, which is common in introducing 
a different type of Begründung, the "Hypomnese" (see 
Ansfeld, p. 526, and Kleinknecht, p. 74). 
Part ii: the prayer. It is phrased with ýý. notE 
+ optative (cf. A. PV 526; 894). The invocation is inserted 
in the prayer: cf. A. Sept. 116, PV 526, etc. It consists 
of one epithet only (the goddess is identified by the 
preceding part, where her-: name appears, which is one of 
her Et1_4vVL%1, a. L ). The prayer is continued in the antistrophe, 
with three optatives, and this is a prayer for moral 
blessings. In the strophe the. appeal is in the "Du-Stil", 
in the antistrophe we have the ""Er-Stil" (see on Hel. 167, 
P- 53 , 11.25 ). Here we find the name of the goddess 
(her 
with an epithet. The transition to the anti- 
strophe is achieved by the particle Cr- ýIn the last 
prayer we have a predicative adjective (ö1výeu1) (for 
compounds with cf. Keyssner, p. 133); in kletic 
hymns such predicative adjectives appear with the klesis; 
cf. also Pi. 01.2.13 V-oýLL6Oq A. Sept. 312 
(e 6rJ, Q-cü, %VVC L-) All the prayers are in the optative; 




















g w* 0 

















- ý1 SS-' "" 
Examination of theelements 
and other mater''ial 
The enwvvý. ua. Kypris is common in Lyric poetry 
(cf. Alcman 59a, Stes. 223, Ibycus 287 PMG, Sapph. 2; 5; 
see also S. and A., p. 127, n. 4); it is also common in 
Greek Tragedy. The epithet Ev-xcLev, is again employed for 
Aphrodite in Eur. Heracld. 894.6E6nowa. occurs in Pi.. fr. 
122.170 and again in Euripides (Hipp. 117; 522). It is a 
common epithet of hers in A. Gr. (see Bruchmann). 6Fc. va. is 
not employed for Aphrodite anywhere else; it is a common 
epithet of Athena. Aphrodite is assigned here the bow of 
Eros. For Eros' see RE 6.1, s. v. Eros, 495: 
Euripides is our earliest witness for this. For the 
expression x vac-, uav z, IwJ cf. Pi. Pyth. 3.9: xPJaEots 'rte - e 
STAISN L-kSoS(xevaw and epithets compound with 'e. (' - 
are common of Aphrodite: see Bruchmann; on this see also 
Dodds, on Bacch. 553). For the expression 
cf. further ýJEwv cf. A. Ach. 928: i Eon L6toIJ 
ýwPov ; 
Keyssner, p. 71. For similar to. the o%, csr h of Kypris 
A. Pers. poetical devices cf. Ibycus 287 
tktva_ ICvrt o5 ) --. -- 
98 Dicaeogenes fr. lb Snell (inc. fab. ) : 
'"1 ,ý EewZog .... oeKUttlV " t 
Vocabulary-Style 
Of the sacred vocabulary we find two words only: 
%E-0S. (twice), 'Ecsnowa . The style of the song 
is not 
elevated: we find one new vord only (ö 
vbew 
J) , which is 
also a heavy compound. Ornamentation is rather rich: we 
find many adjectives, two metaphors 
.... oLO-tov and 
än, coac-ý. ovs Eüv0. s and two personifications 
(ct/WL sw6e0(rvva ä. ýcöeEcsca vc-i. vv, ). The common hymnal 
-456- 
stylistic techniques are found to a small extent: we have 
two epithets, one exclamation; no article occurs. 
The passage does not sound like a solemn prayer. 
The emphasis is put upon the reflections on love and the 
moral blessings (cf. also Eur. Bacch. 402, -IA 543). It is 
suitable to the context, although so far, at critical moments 
of the plot, we have found prayers on behalf of the heroes 
of the play, not on behalf of the Chorus themselves. It is 
worth ncsticing that in this example, in which the Chorus 
pray for themselves, they utter a prayer for moral blessings, 
which is not a solemn and traditional prayer. Nevertheless, 
it is not a short prayer (see on Alc. 213, 
HERACLIDAE 770-83* 
In t'r odu c-t ion 
The battle against the Argives is about to start 
and the Chorus, consisting of old men of Marathon, sing the 
third stasimon for divine help. The first strophic pair 
functions as the background of the appeal in the second 
strophic pair; it describes the emotions of the Chorus 
and'the reason why the Argives must be repulsed from their 
land; for this reason they appeal to Athena, the cloatovxos 
of the area, whom they always honoured, in order to help 
the Athenians in the battle. It is a prayer on behalf of 
the city and the suppliants. The appeal gor divine help 
ý" comes naturally at this point of the plot. They are 
especially concerned with Athens and the invocation of 
-Both Haldane and Knoke analyse this prayer (Knoke, 
from the beginning of the stasimon; Haldane from 1.770). 
-X151-. ''ý 
Athena is based on her special link with the city, which 
they stress throughout the appeal. Somewhat similar to 
this case are the appeals in A. Sept. 109 and Soph. E1. 
110: the preceding part describes the emotions of the 
appealing persons and the reason for their appeal. Athena 
is the war-goddess but here she is invoked simply because 
of her link with Athens, with which the Chorus are concerned 
1 
at this moment. Except for notvLa, which is ornamental, 
the rethäining three epithets are employed to show this link. 
For prayers to Athena, see on Ion 452, p. &9 . Soph. OC 
1085 ff is a similar case: prayer before the battle starts; 
the Chorus appeal to Zeus, Athena, Artemis and Apollo. 
Structure 
(Part i): the preceding strophic pair (11.748 ff) 
functions as the Begründung, the reason for the following 
appeal to Athena (see on Bacch. (519)550, p. 84' )- 
Part ii: the prayer. The transition to it is 
achieved by äaaä : cf. also I1.16.514, The. 341, Pi. 01. 
2.13, A. Sept. 116, etc. The invocation is inserted 
in 
the prayer (cf. Med. 627). The goddess is not invoked by 
name, but by an epithet. She is identified by the context. 
1 
Part 1: the invocation is broken by a new 
Begründung, which is the reason for the particular 
invocation, with the traditional ße: it is the link between 
the goddess and the city, on behalf of which their appeal is 
being uttered. For a broken appeal, though different in 
structure, cf. Pi. 01.. 4.1 ff. 
Part ii: the prayer is taken up again. Here we 
have the particular demand phrased with one imperative. 
--152'. . 
The expression zöv oý ýýka,; wi implies another reason for 
the appeal (see on Hel. 167, p. 43 
r 
Part i: a third Begründung follows, with ýaP, 
which is the reason for the appeal. The enterprise is on 
behalf of suppliants, thus the gods must help them. There 
follows a fourth Begründung in the antistrophe, introduced 
by Eýý : we have the same in Pi. 01.14.5 (see also 
Keyssner p. 132). This Begründung is a "Hypomnese" of past 
offerings and honour of the goddess by the persons on behalf 
of whom the appeal is uttered. Such a "Hypomnese" is "f 
11 
in Homeric prayers; it is commonly introduced by " not& , 
cf. Schwenn, p. 56. This is the only example of this type 
of Begründung among the Euripidean kletic and euctic 
appeals; see also on A. Sept. 109, p. 445 .2 This 
Begründung here is again the reason for the particular 
invocation. 
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Examination of theelements 
and other material 
The epithet not-ita. is traditional of Athena: cf . 
I1.6.305, }Ies. Th. 926, Ar. Pax 271, Eq. 1170 (without 
her name too). The epithet Vs. 
ätm 
f employed for a noaºc»xos 
of a city is unique among our evidence. 
3 In O. h. 32.8 
Athena is called rjl Ae6nowa- is also a 
traditional epithet of Athena (cf. Soph. Aj. 105, Ar. Eq. 
763, Pax 271); here it is employed to indicate her function 
as a city-goddess. The epithet ývaa, is employed for a 
single time of Athena and 
in A. Sept. 166. For the 
ICOJ. nöaºs cf. Ar. Thesm. 
For the expressions o'v SM 
79 (7o ZLKaLoJ i, SöVtES ), 
recalls the epithet noe6oIil0. s 
ý 
expressions csv1ýº m%e i o6$aS aclv 
1136: K nöýýý H. tý ý 'coxcc- , etc. 
: 
üu)S ýýr. cuöS (E'ýL) cf. A. Sum 
Sept. 626 (&VcLi VVS ; %VCS )" 
The "Hypomnese" in the antistrophe is not of the same type 
as in the Homeric prayers: a mention of personal past 
offerings to the god. Here we have a mention of all honours 
paid to Athena in public, with ashort description of them 
(cf. A. Sept. the parodos). On this part see the 
Commentary of Pearson, Appendix B, pp. 146 f. 
4 In three 
cult-hymns we find a description of a religious ceremony 
in honour of the god addressed: Paean Delphicus 1.11 ff 
(see Fairbanks, pp. 28,126), Philodamus, 11.131 ff (see 
Fairbanks, pp. 39,148), and Hymnus Curetum, 11.6-10. 
For the expression navvuxt otc .... ºceötoLCMV cf. Philodamus , 
1.40: naxvvvxia-iv Sc UC31 -coeoi, s (on this see Fairbanks, 
p. 145), and Soph. Ant. 153 (navvJxtoL 'AC) OL ). For vL-wv 
t. a. ou cu. cf . Bacchyl. Ep. 11 (10) . 11 : v&w, j woL . For 
SO? QctabüJ crca. -to cf . A. Sept. 122: arceo oü cSoevcaoZc crcvni. C. " 
-164-'.. 
Vocabular y- Style 
Of the sacred vocabulary we find five words: 




º rlctvvvxioIS The 
style of the song is not elevated; we find though two new 
words: öýoavýýkaxa- , ic. Qötos (also in other Euripidean 
passages), and one heavy compound (noav9JzoS). Ornament- 
ation is poor: we only find five adjectives. The common 
hymnal stylistic techniques are found to a small extent: 
we have four epithets, one exclamation; the article occurs 
once. 
Yet it sounds like a solemn prayer, which 
celebrates Athena as the nc tcZxos of Athens and shows the 
devotion of the people to her; a combination of prayer 
with praise is not common in Euripides: cf. also Bacch. 
550, Kresph. fr. 453N2, fr. 912N2 (inc. fab. ). It is not 
a short euctic. The antistrophe makes the song purely 
poetical. It is suitable to the context. It will receive 
an immediate response: the servant will announce the victory 
of. the Athenian army (11.784 ff). 
SUPPLICES 626-33* 
Introduction 
Theseus has just set out against Thebes, to fetch 
the corpses of the Argives. The Chorus of the suppliants 
sing the second stasimon, which concludes with an appeal 
to Zeus-for help. The preceding part is an anxious 
dialogue between temichoria with contrasted emotions (see 
* Both Haldane and Knoke analyse this prayer. 
-I Ga -, 
further the Commentary of Collard, ad loc. ); this part 
functions as the background for the concluding appeal; it 
is not though a Begründung (as is the case with Bacch. 
(519)550); the Chorus appeal to Zeus for help, because of 
his link with the Argives; he is the father of Io's child. 
Except for ncusoýöv& , which indicates this link, no other 
epithet is employed for Zeus (we have the opposite in A. 
Suppl. 524). For such appeals to gods as "relatives" of 
the appellants, see the Commentary of Collard, ad loc. 
The appeal is short. We should expect the Chorus to utter 
a prayer immediately after the departure of Theseus, and 
especially after his words at 11.594 ff. Eur. Herac1d. 
748 ff is a similar occasion but a different song: the 
whole'stasimon refers to the enterprise of the Athenians; 
the Chorus consist of people of the area who pray for the 
successful outcome of the battle; they are mainly concerned 
with their city. In the Supplices the Chorus are mainly 
concerned with themselves, although their appeal is also 
made on behalf of Athens (cf. 1.630). it is a personal 
prayer, for a particular service, on behalf of the persons 
who utter it, and also on behalf of the persons who help 
them. 
Structure 
The appeal starts with an invocation which 
expresses their faith in gods1 (cf. also Alc. 213). The 
º" verb ä. va, y-cLUv a recalls the traditional verb of summoning 
K4LL2; cf. in particular A. Pers. 621, Soph. OC 1376. 
Part i: invocation with the name of the god and 






invocation (the link between the god and the petitioners; 
cf. Eur. Pho. 676, A. Suppl. 524). For this type of 
invocation, see on Alc. 213, p. 448 , 
Part ii: the prayer. It consists of one 
imperative. The transition to it is achieved without a 
particle. 
Part iii: the Begründung (following Murray's 
edition) ; it is the reason for the appeal: Gr-wok. 
ýýotLaa. 
(presen-t "de conatu"). Here we also have the link between 
the god and the dead Argives implied by the expressions To 
The transition to this part 
is achieved without a particle (see on Pho. 676, p. 44- ). 
Collard in his Commentary ad loc. adopts Musgrave's reading 
Itºcxöý. ý3i ý. ot, (cf. also the editions of Teubner and Bude'), 
believing that the stasimon can end only with a second 
demand. Both readings are suitable. I believe, however, 
that Murray's reading (eKyo toqcu. ) has a specific 
structural function (see above),. and it is also syntactically 
acceptable; thus, there is no reason to alter it. In the 
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For the " sententia" äßaä, 4690owv n 
rcr-us 
º`ý ýý c1P, 
ýza. 
cf. A. Suppl. 79; 1062. Io is called no Loýºä-cwQ; in 
A. Suo 1.40 and 524 she is called neöpvoS ; in Eur. Pho. 
676 she is OQoi,. 
äzwe 
. Zeus is called rlcuSo4övos (of Io) ; 
in A. Suppl. 524 he is called 
E 
toPýIoýs . Io is called 
n0eºs ; in A. Sutpl_ 40 her child is called nöPzts . For 
the prayer v'Va, &aXos pvov cf. also A. Cho. 19, Ar. Lys. _ 
, 
341 and; Sapph. 1 (see also Ziegler, pp. 57 and 58, n. 1). 
A propitLatory word (EvýEvýS) is not a common feature in 
Euripidean prayers, but it is common in Aeschylus and 
Sophocles; cf. A. Sept. 166, Suppl. 1; 79; 167, Cho. 476, 
N 
Soph. AL.,, 693. Cf. also Sim. 519 = fr. 35b: &a EJ&t 
(see further Ziegler, p. 58, n. 1) . For nöýºc,.. """ "'cäß 
cf. Soph. OC 1091: ýä. -tä. tSE 
Vocabulary - Styl e 
Of the sacred vocabulary we find five words: 
KEkavýý. revovs , 
S. va k a, '. CW E-%.. ,V4, 'XoS , 6C-vov vH 
S" 
The style of the song is elevated to some extent: we find 
two new words (c'taýcuok. äzw? , na. 
S qboS which are also 
cos is öýoýcý heavy compounds. The epithet ro oVv 
Io is mentioned by periphrasis; as is used for a girl 
here only. The dead are mentioned by metonymy: 
äýcX 
0., 
I-el (cf. Soph. Ant. 1115: Kcý. S a. s ýýýa. """. of -Nie 
Dionysus). Ornamentation is poor. The common hymnal 
stylistic techniques are found to a limited extent: we 
have one epithet and one exclamation; the article occurs 
three times. 
-A66-.. 
The song does not sound like, a solemn prayer. It 
is suitable to the context and it is short. The appeal 
will receive a response in the sequel (cf. the messenger's 
speech which follows it). 
TROADES 511-521* 
Introduction 
The first stasimon of the play, which follows a 
lamentý3n trimeters of Hecuba, starts with an appeal to the 
Muse for inspiration, which recalls the hymnodic and epic 
prooemia (see on Hel. 167, p. '+S ). The song which follows, 
though, is not a hymn, but a dirge (for this Euripidean 
technique, i. e. appeals for aid with a dirge, see on Hel. 
167, p. t6 ). The following dirge is in fact a 
description of the last night of Troy', and our appeal 
appears to have the same function as the Homeric appeals 
to the Muses, before an important narrative (cf. I1., 2.484; 
761,11.218,14.508,16.112). 
Structure 
Parts i and ii: invocation and prayer are 
joined (see on Med. 627, p. 1S3 ). The invocation consists 
of the name only and the formula äý. bý yxot. Hato i (for this 
formula see the Commentaries of Rogers and Dover on 
Aristophanes' Nub. 595; in many other prooemia the 
invocation is bare: cf. Homme hs. 4,5,9,19,11.2.761, 
Od. 1.1,, Ar.. Av. 904, Thesm. 107). The prayer consists of 
one imperative. 
Haldane speaks of this appeal very briefly. See 
also 0. Panagl, Die "dithyrambischen Stasima" des Euripides. 
Untersuchungen zur-Komposition und Erzähltechnik. Diss. Wien, 
1971, pp. 42-46, and H. Neitzel, Die dramatische Funktion des 
Chorlieders in den Tragödien des Euri ides. Diss. Hamburg, 


























Part iii: the Begründung. It is the reason for 
the appeal, with the traditional ýä. ý (in this case we have 
vv»º 601f : cf. also Soph. Aj. 
_ 
693, Ar. Ran. 875). 
Examinat ion of the elements 
and othermaterial 
The formula äý(. oL. is also found in Hom. h. 
19.1 and Ar. Nub. 595. This is the only example in which 
we have this formula in Tragedy. Among our evidence we find 
many sQngs which open with an appeal to the Muse; 
2 
verbs 
employed in such appeals are 
v&. 





XE-0 ; in our song we have the verb ßä-t-taov : cf. also 
Hom. hs. 17 and 20. For the expression Ka. vwv `6ýwov 
2& t Ov 
.... üj, 
äAl 




; 27: a. PX' ZTccx .J 
Fer Li; Pi. Nem. 3.10 f: 




. For v-cuvwv 
üiývwv 
cf . in 
particular Alcman 14a: ýkýaos v¬ox i.. J and Pi. 01.3.4: 
vEoaýýa? ºov -r ono'I (see further Panagl, op. cit., p. 42). 
In Homer such appeals to the Muse are followed by a brief 
mention of the specific theme which the poet is going to 
narrate. To some extent we find the same motive in our 
prayer, in the Begründung (11.515-21). 
3 
Vocabulary-Style 
Of the sacred vocabulary we find three words: 
äýAIL kLOL , 
`sý. vwJ , a+KU'oJ . The style of the passage 
is 
elevated to some extent: we find three new words: 
Ectýýcý, SKos [ also in Eur. fr. 16 N2 (Alex`)], 
(also in other Euripidean passages) , xP064ob1;. 
'1ca fIS ; 
three heavy compounds (tEtPa.. 
kLý. 
ýJ , 
SoeLL \urcoS , 




As a prooemium to a song, it-follows both the 
epic and the lyric tradition. Many of the existing prooemia 
are short too. The invocation of the Muse at the beginning 
of a stasimon is a common poetical technique, not common, 
though, in Tragedy. It gives colour and solemnity to the 
lyric. Lee in his Commentary on the Troades ad loc. 
to 
comments: It is probable that the subject suggested this 
II 
beginning to Euripides. As has been pointed out above (see 
on Hel. -167, p. 4G ) it is only in Euripides among the 
three tragedians, that we find appeals to the muses, and 
c 
also several types of prooemia to a lyric; 
4 
cf. also 
A. Suppl. 630, Eum. 321 (though of a different type). 
ION 1048-1089* 
Introduction 
The old man who is sent with the poison by Kreousa 
to kill Ion, has just left. The Chorus sing the third 
stasimon, in which they pray to Hecate (whom they identify 
witli Persephone)1 for a successful outcome to the enterprise. 
They are concerned with the house of the Erechtheidae (cf. 
also the first stasimon); they are also concerned with 
their queen; if she fails in this enterprise, she will 
commit suicide (ant. a); Their further concern is with 
the Eleusinian feast: it will be an insult to the god, if 
Ion attends-it as a reinber of the royal family2 (strophe 
I" b; apparently this is a reason for the identificat±n of 
Knoke and Haldane analyse this prayer; Haldane 
analyses strophe a only, Knoke takes antistrophe a as the 
reason for the appeal; this is correct, but strophe b is 
also another reason for . the appeal. 
F Y° 
-4"1o4 
Hecate with Persephone, who is mentioned in this part). 
It is a demand for a particular service on behalf of their 
queen, the house of the Erechtheidae and Athens itself (as 
is the kletic hymn in the first stasimon). Hecate is the 
goddess of the ways and of the phantom world: these are 
indicated by the epithet Crt)vo'1 
Ia 
and the relative clause 
0t .J vvx. r 
o) 
J Ebos, Ov olvo. ca s (to which the V. ao_ PwL 
EýoSoý 
are added, since the enterprise takes place during 
the day): for the function of Hecate as the goddess of the 
ways, see RE- 7.2, s. v. Hekate, 2775; for her function as 
the goddess of phantoms see ib. 2770 (notice that this 
function appears in fifth century popular beliefs). 
3 Hecate 
is identified with Persephone here, the goddess of the 
Eleusinian festival, with which the Chorus are especially 
concerned. For this identification cf. also Ma . h. 21 
and RE 7.2,2772 f. For. the connection of Hecate with 
Demeter and Persephone cf. also A. -H. -S on Hom. h. 2.440. 
The particular service asked from her is to guide the 
enterprise against Ion (for a similar prayer, cf. A. Cho. 
726), i. e. to guide the steps of the old man safely, under 
her functions mentioned above. Thus the epithets employed 
for her are relevant to the occasion. She is not invoked 
I 
as the goddess of sorcery, as Owen and other scholars 
believe. Perhaps she is also invoked under this function, 
since Ion is to be'murdered by magic poison, but this is 
not indicated within the appeal (Hecate has this function 
in Eur. Med. 395; in Hel. 569 she has the same function as 
in our passage). Our song, Eur. Kretes fr. 5 (Cantarella) 





possess. On the other hand, she is often invoked in the 
incantation. 4 
Structure 
Part i: invocation at the beginning by an epithet, 
the 6ývos and a relative clause, indicating a function of 
the goddess; Euripides does not commonly employ relative 
clauses in the invocations: cf. also Hel. 1495, Pho. 1054, 
Or. 316; cf. further Alcaeus 34, Soph. El. 110, O. hs. 13, 
18,33,63, etc. 
t Part ii: the prayer follows the invocation; the 
transition to it is achieved without a particle; it 
consists of one imperative. The enterprise is described 
here, and thus this part becomes long. The prayer concludes 
with a wish, which the enterprise aims at, phrased with 
k-uSý + optative. 
Part iii: the Begründung. Antistrophe a is the 
1 
reason for the appeal introduced by rk 'l& (see on Med. 627, 
Strophe b is another reason for the appeal and 
also a reason for the particular invocation of the 
1 
goddess, since she is identified with ßäv Xpv60O"LE&o. vov 
toPav mentioned in this part; at the beginning of this 
part we find again anc -clause. The poet offers a 
poetical description of the feast here (on this see on 
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Examination of the 
and other mater'ial 
elements 
The epithet c-ývoý is also employed for Hecate 
in O. h. 1, Orphic fr. 309, Ma . h. 21.8, Soph. fr. 492 N2 
(Rizotomoi), Eur. Hel. 570. The verb 
o 
wcrov in the demand 
is etymologically associated with c-i. voS 
ä. 
and EcboSoV : on 
this see on Alc. 213, p. 'IS'I . For Hecate's prvos , as daughter 
of Demeter from Zeus, cf. Orphic fr. 219 and 260. For 
-t oS1o and 
`ä. 
w .Jä. väaro'rts cf . Ma . h. 
21.11: 
wtE: 
ºC xec cSE. t. väs 
Ev bsouS / ý+- ) xcL^AEC16. i %' Entnoj. A. nu. s 
In O. h. . 1.5 Hecate is called vuK-eia The verb 
ü--ý. cQw 
is employed for tutelary deities: cf. I1.1.37,451; 
cf. also Soph. OT 903, O. h. 16.8. Notice also the repetition. 
of this verb at the end of this part. In strophe b the 
nvývv"os "ýhA) is Iacchus (Dionysus) ; the epithet 
floýývý,. ýºos is employed of Dionysus in Hom. h. 26.7 (in Oh. 
55 it is employed for Aphrodite). 'For the prominence of 
Iacchus in the cult at the beginning of the fifth century, 
cf. Herodt. 8.65. For the description of the feast see 
A. -H. -S. on Hom. h. 2.48. Persephone is called xQvcou-CE CLVOS. 
This is the only example for the employment of this epithet 
for Persephone (it is employed for Aphrodite in Ho m. h. 6.1 
and Sapph. 33). In Bacchyl. Ep 3.2 she is i. ovv e6cz vos kDOea. 
4V4v. is a traditional epithet of Demeter: cf. Hom. hs. 
2.1,13.1, O. h. 40.2. The three epithets of gods found in 
strophe b are ornamental, they have no relevance to the 
I 
occasion. For the participle xoPEvöýLEJ&L see on Ion 452, 
p. 44 . 
-414. 
Vocabu1ar y- Style 
Of the sacred vocabulary we find twelve words: 
, vosIa º cäcto-gti º -x9ov6a. S º tloavvý. vov , TEöv ýa 
äßa 
. 
KkaswV , Xoeejö a6 , IXPVaoat(rIaVov , U-0Pav , 
VLID--r 
crc .. The style of the song is elevated. We find five 
new words (one of them is a hapax legomenon: KVEetos ): 
výý. zý, r os , acu, ýoTöýos ýýEýE-cKs ä xoPfýý (all of them 
are also found in other Euripidean passages); five heavy 
compounds (vvy. *c. tr \wV noaüvý. vov º 
rca. ýýýxýý, o«ý, , ýcPvcroc, crc o. ioý two of them are epithets of 
gods). Ornamentation is rather rich: we find many 
% 
adjectives (one of which is ornamental: ýii. zöJ 
ýAos ), 
one personification (ävex6? wT6v cý. i 9Ke ). The common hymnal 
stylistic techniques are found to a small extent: we have 
one epithet of the goddess invoked and another three 
epithets of other gods, one relative clause. The article 
occurs eight times. 
To sum up, it sounds like a solemn appeal. It 
is not a short euctic; it is extended through two long and 
purely poetical Begründungen. The whole passage is 
dramatic and suitable to the context. The appeal will not 
receive a response in the sequel. Hecate will guide the 
steps of the old man safely, but in the following messenger's 
speech we hear of the failure of the enterprise, which, 
though, will lead to the relevation of Ion's mother and 
to a happy outcome of the plot, which in fact is what the 




After the self-devotion of Menoiceus the Chorus 
sing the third stasimon on Theban history' (on the Sphinx 
and the events which led to Menoiceus' glorious deed); the 
lyric concludes with a eulogy of Menoiceus' deed2 and a 
prayer to Athena for a son like him for themselves. Athena 
is apostrophised by the Phoenician women because of her 
speciäi'link with their ancestor Cadmus (cf. 1.1062) and 
his city (on this see the Schol. ad loc. ). The Schol. also 
comments: ws naP e ýt ` 9E cu 'SE na 9E-vu? 9E,; ß ý. ýxcvZa. ý. 'Ta. \Yttiv 
TEws ýSuýa, u % 'J Nevertheless, this is not indicated 
in the appeal. For a similar case cf. Ion 452. it is a 
personal prayer on behalf of themselves; it is not a 
demand for a particular service; it is a prayer for 
blessings, though not in a moral sense. It. is not a dramatic 
prayer but it is inspired by the plot. 
Structure 
Part i: the Begründung, the reason for the 
prayer, is Menoiceus' deed, for which they express their 
. admiration. In this part we find a relative clause. 
3 
Part ii: the prayer is in the optative, first 
person: cf. also The. 341; 1087, Soph. OC 1477. The 
invocation is inserted in-the prayer: cf. Med. 627. The 
invocation consists of the name of the goddess (which is 
an EnLovvkLLcL) , an epithet and a relative clause: this 
indicates the link of the goddess with Cadmus (and 
consequently with Menoiceus) and it is the reason for the 
* Knoke and Haldanc do not examine this prayer. 
rýýV 
particular invocation, since the women are not Greeks 
and they are appealing to a Greek deity. This is a new 



























Examination of theelements 
andothermaterial 
For the epithet Ilau see on Pho. 676, p. ý' . 
Thebes is called &n-cä, nwe6u. Ka ; "9Pa. ýäS: cf. I1.4.406, Od. 
11.263, A. Sept. 165, where we have the adjective ý-n-canOos. 
For FvTeyvoL. see on Ion 452, p. 43 with Keyssner, p. 155. 
For the theme of our passage cf. also Alc. 435. (11.473 ff: 
their praise of Alcestis concludes with a wish for a 
similar communion for themselves). 
Vocabulary-Style 
-, Of the sacred vocabulary we have three words: 
L-4 i. k. ES'a- ,4o., , SaýýövwJ . The style of the song is 
elevated to a small extent: we find two new words: 
Eniä. rtoeýos (and in other Euripidean passages), ýºº9öýoýos 
. 
(passive, here only) ; two heavy compounds (%c. c 2 vL . c_, 
; t'9N' boýoj ). Ornamentation is not poor: we find six 
adj ectives and one metaphor (En,, rcL 1VeSa Z. 6ä. t ). ' The 
common hymnal stylistic techniques are found to some extent: 
we have one epithet, one relativQ clause, anadiplosis twice; 
the article occurs once. 
To sum up, the song does not sound like a 
solemn appeal., It is short. Since it is a non-dramatic 
appeal, we are not concerned with the sequel. It is not 
out of context though. 
ORESTES 316-331* 
Introduction 
Electra before going into the house, addresses 
Orestes saying that if he dies, she will follow him to death. 
Knoke and Haldane analyse this prayer. 
_-1, g- 
The Chorus then, consisting of Mycenaean women who came 
to comfort Electra, sing the first stasimon in which they 
speak of the Furies who harass Orestes (cf. 11.36 ff). 
In the strophe they pray to them to make him forget his 
madness, which is the result of his mother's murder. The 
Erinyes are represented in their general function as the 
wild avengers of murder, under which they harass Orestes. 
l 
It is in the competence of these divine beings for Orestes 
to be . cured, if they simply forgive him. The principal 
function of the Erinyes is indicated in the invocation by 
two participial clauses (ca 
Lkazos 
-rLvvk. Evcu. cýýc0. v 1 
tA vw. 6övo\ : cf. A. Ag. 59, Eum. 321, Soph. j. 843, 
El. 110, O. h. 69.15). The rest of the epithets employed in 
the invocation indicate their attributes and characteristics 
and provide a clear picture of these wild beings. Cf. I1_ 




, O. h. 70.9 ((baoQVVaI. 
)" All 
these have no direct relevance to the prayer itself, but 
they are selected to show which-are the creatures who have 
caused Orestes' madness (and thus to stress it); this 
leads up naturally to the demand to set him free from their 
presence and also justifies their concluding lament for the 
suffering Orestes. It is a personal prayer for a particular 
service on Orestes' - and consequently on Electra's - behalf. 
Structure 
Part i: invocation at the beginning with many 
I epithets (including relative clauses and participles, 
which show the attributes and functions of the beings 
invoked). Such an elaborate invocation is unique in 
Euripides; apparently the reason for that is the particular 
1i 
-419-- 
occasion, see above. For similar eleborate invocations cf. 
Alcaeus 34, Soph. Ant. 1115, most of the Orphic hymns. 
Part ii: the prayer; here we find a verb of 
praying (ºýa5.. ýcýTýýoýaý ) in anadiplosis (see on Ion 452, 
p. 3o ; the form found here is unique among our evidence). 
Then we have the demand consisting of one imperative + an 
infinitive. 
Part iii: the concluding lament in which Orestes 
is apostrophised functions as the Begründung, the reason 
for the preceding appeal, and this is unique among our 




* (for the Z_1K -clause see on Heracld.. 770, p. 
4s8 )" 
The reason for the appeal is also implied by the )wjr(ra. S 
1ý 
1 
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Examination of theelements 
andother mater ial 
The epithet Eeo des (also at 1.836) is nowhere 
else employed of the Erinyes; in Soph. Aj. 837 they are 
called zavvnoSES , and at 1.843 -rc ejcu. ; in 0_ 69.9 
they are wY. 
VSfo 
oL ; cf. further A. Eum. 358; 374. 
ntfeo6 
öeoiS 
is not also employed anywhere else for the Erinyes (see on 
Hel. 167, p. 54 ). In A. Eum. 51 they are 
ä. 
IVC pOL ; cf . 
also E=. 250.2 TlotvAä c is a new epithet created by 
Euripides. It is not employed for the Erinyes anywhere 
else. The Schol. interprets it as V-aM. onoto. . This epithet 
is employed for the Bacchae in Eur. Bacch. 664; see Dodds, 
ad loc. Dodds believes that in our passage it is difficult 
to separate no, wýcýº. SK from cýö-cvicu, , the title given 
to the 
Erinyes at Thebes and often in Tragedy. See also RE Suppl. 
8,91. If we accept this, then it is an ornamental 
epithet; if we accept the interpretation of the Schol., 
then it has relevance to the occasion and I believe that 
this interpretation is correct: "aee above, n. 1. Cf. 
also Hesych. s. v. no-cv. 





? 'JQaaý. %ES ý.,. vLas aýüat. . The Erinyes are 
Orestes' 
Ao. vo c"uaL . Cf. also A. Eum. 500: 
This 
is in association with the following relative clause: 
ä"1b6-KxE, j-to, j o 9ta ov ."". (cf. A. Ag. 1189: LZBki-os """" 
SvcnEýLn-cos) 
; here we have Bacchic imagery: black 
bacchanals, unholy revel. In O. h. 69.6 they are i1ýýawPHS . 
In Soph. fr. 855 N2 (inc. fab. ) it is said of Aphrodite 
that she is ikUcraa. ýLO "CL. The verb ý1aýxgvw is common in 
L of a god: cf. in particular 
% expressions for the uyxä 
3 
-'I xx- 
Hes. Th. 422, Hom. h. 2.86, O. hs. 17.7,18.6, Ma . h. 21.11. 
Mf: E ckxew-tts is a new epithet, not employed for the Erinyes 
anywhere else: in A. Eum. 52 they are Omvcu. , in Ag. 
462, ýc JMLVai. , in O. h. 70.5, '-""e"°'- (see also 
above, n. 2). For the theme of the relative clause ny-cE 
704 -tavnLOv cü. 9E ä, ßn& WA E-Tt' cf . A. Eum. 250: 
ä. nt4otS 
not ýaýl, 4 O\' , I1.9.571: For the 
verb T6vokaaa. cf. 11.19.260 (of the Erinyes). The name 
employed-is not Erinyes but Eumenides; this implies a 
propitiatory attitude (we must write Eü Zt-S here, not 
c=výEvL1 
T* SeS as Murray) . For ý. C-ýöýLba7oi. ýº. vxo%- . 
c. Ion 462. 
Vocabulary - Style" 
Of the sacred vocabulary we find five words: 
ýEa. j. , cýtý, o. 6ov , EiläxftE , kM%%-W vrW0 º Teino$os 
The 
style of the song is elevated to some extent: we find three 
new words (notvuü. S , ä6ä. xxWToc , ýX X ,sº found also 
in other Euripidean passages), and three heavy compounds 
(n'c ? o&ö eon 
äýce 
tos ý. ýö ornamentation 
is rather poorv we. find though five adjectives and one 
metaphor (9eoýä. SES ). The common hymnal stylistic 
techniques are found to a great extent: we have five 
epithets (two of them are övö), Cku. 
'EMNä ), two relative 
clauses, one participle, one exclamation; anadiplosis 
occurs twice; the article is found three times. 
To sum up, it sounds like a solemn prayer. It 
is not short, it is purely dramatic and suitable to the 
context. In the sequel Orestes recovers. The response 
to this appeal will come at the end of the play with the 





Pentheus has ordered the stranger to be seized. 
The Chorus sing the first stasimon, which is "a lyrical J; ` 
comment on the preceding scene" (cf. Dodds, ad loc. ). The 
centrepiece of this stasimon is an escape-prayer; 
' 
at the 
end they invoke Dionysus to fulfil their wish for escape, 
because in the places they wish to go they can live their 
Dionysiac. -life in peace. Dionysus is invoked because of 
his link with the Chorus and also because of the theme of 
the prayer. He is the leader of the Bacchic rites (cf. 
the epithets nQö6aK, cý EvLE It is a personal 
prayer, a demand for a particular service, on behalf of 
themselves; it is, however, like a demand for blessings 
(see on Pho. - 1054, p. 4IrS ; see also Dodds, on 1.402: 
"Sometimes such prayers, (i. e. escape-prayers) have little 
dramatic relevance and read like personal utterances of 
the poet"). 
Structure 
Part i: the prayer; it consists of their wish 
for escape (in the optative, first person), with a poetical 
description of the places they wish to visit. Then we have 
the appeal to Dionysus in the imperative, second person: 
cf. The. 341, where, though, we have the opposite from what 
we-have here. 
2 
'" Part ii: the invocation: it follows the demand 
to Dionysus; it consists of the name of the god (an 
t 
6nW%jvkA,, -a-) in anadiplosis, and two epithets. 
Haldane only analyses this prayer; in fact she 
speaks of its content Simply, 
-ý18ý- 
Part iii: the Begründung; it is the reason for 
their wish and the appeal. The transition to it is achieved 
































Examination of theelements 
andother mat eriä1 
For the association of Dionysus, Aphrodite, the 
Muses, the Graces and Pothos, see the Commentaries of 
Dodds and Roux, ad loc. To the passages offered by them, 
add O. h. 46 and Bacchyl. 20B(27), 8 ff. For 
1cat-iUs 
'O) , 
. Ro0 cf . Limenius 1f: 
ýaýýaa ö. ý .... ºc. 
ýý7ýý 
The epithet neö63-r. Xos is a new one (and a hapax leg. ), 
eguivalept to 
E*o 
os ; cf. O_h. 52.7: 
äq&za- v-%o 
EvLos iswa traditional epithet of Dionysus: cf. Soph. OT 
211, O. hs.; 30.4,50.3, fr. ad. 1003 PMG, Ar. Thesen. 990; 
993. The epithet % EMw6eoves of Erotes is employed only 
I 
here; for ° e)XN, I and the like, cf. Keyssner, p. 113. 
I For 'tee . ts .... cf. also Soph. OC 1556. 
Vocabulary-Sty1e 
Of the sacred vocabulary we find five words: 
6Eý. tvC6 º neöýa kxE , 
üt. 
E º i. ý.. o' º öeýýo, ý, 
3tt, v The style 
of the song is elevated: we find six new words. " one 
of them is a hapax legomenon, nQka;, r. jos : four of them 
are not employed again by Euripides, %^AItAeoVES º 
ýrcazO O A0L º ýoüaýos º öPýýä, ýuýa one is also 
found in 
other Euripidean passages, Ic. o. Qn%, SW . There we find one 
heavy compound only: Ornamentation is not 
rich: we find six adjectives only. The common hymnal 
stylistic techniques are found to a small extent: we have 
three epithets, one anadiplosis; the article occurs three 
'times. 
To sum up, the song does not sound like a solemn 
appeal; it'is a non-dramatic appeal (see on Pho_ 1054, 
p. '1- ). It is a purely poetical passage: this is achieved 
through the description of the places they wish to visit. 
The main appeal is very short. 
-A 86- 
i' 
IPHIGENIA AULIDENSIS 543-557* 
Introduction 
Iphigeneia has arrived at Aulis and Agamemnon 
decides to sacrifice her to his great grief. The Chorus, 
consisting'---f Chalkidean women who arrived at Aulis to see 
the army, sing the first stasimon on the power of Love, 
which is the reason for this war (cf. the epode, with The. 
1231), for which a father has to sacrifice his daughter. 
In the first strophe they philosophise on Love and they 
pray to Aphrodite for a moderate love for themselves, and 
also for moral blessings (cf. Med. 627). It is a personal 
prayer on behalf of themselves; it is not a demand for a 
particular service. 
Structure 
Part i: the reflections ön Love function as the 
Begründung, the reason for the following prayer. The 
passage starts with a kAa. vcaQL-cs"t (for 
Bacch. 550, p. 2S ; here we also find 
relative pronoun). 
Part ii: the prayer; it co: 
ative, first person: cf. A. Eum. 956, 
syame verb. The invocation is inserted 
627, p. 453 ) consisting of the name of 
this motive see on 
the traditional 
nsists of an indic- 
where we have the 
here (see on Med. 
the goddess and an 




























epithet. '. There follow three optatives (the first of them 
in the third person, the remainder in the first; cf. Ion 
452, the antistrophe). The transition to these prayers is 
achieved by ak 
Examinationoftheelements 
ando the rmateria1 
The epithet kcLaýwia.. of Aphrodite is employed by 
Euripides only: cf. also Hel. 1348, fr. 781.18N2 (Phaethon). 
She is Kc)w in Carm. Pop. 872, Ar. Ach. 989 (this is also 
an epithet of Artemis) . Eros is xPýýoxöý. a. s in Anacr. 358 
(this is a common epithet of Apollo). For the -o o. of 
Eros cf. 0. h. 58.2 For the expression V. o. vti .O \' 
oýLTI? wv cf. Anacr. 398: 14. vº. v6cu, zE ...., The. 1231: 
EZt, VWVWCrCv4-Co 
, Sim. 541.9: ý. EýaQüc 
& 
oýiýPos 
PM IV. 2910: öýcrzeu? 6ýcwvcV-4av. For the theme 
of the destructive power of Love cf. in particular Sapph. 
47. 
Vocabulary-Style 
Of the sacred vocabulary we find four words: 
The style of the 
song is not elevated: we find one new word, found also 
in other Euripidean passages and one heavy 
compound, which is an epithet (övoýa. SLrt oüý : xeucrov. 
öVas) 
" 
Ornamentation is not poor: we find six adjectives and one 
metaphor (ýa: koveia. xev\, crc. ýi, evoL) . The common hymnal 
stylistic techniques are found to a very small extent: 
we have two epithets only; the article occurs four times. 
To sum up, it does not sound like a solemn appeal. 
It is a non-dramatic appeal; it is not short. Fºlthough 
the'main purpose of the song is prayer, it also speaks of 
the power of Aphrodite. 
_A? 9- 
IPHIGENIA AULIDENSIS 1521-1531* 
Introduction 
Iphigenia is leaving the stage (walking to the 
altar) singing a song (1475-1509) (cf. also Soph. Ant. a1 
806 ff). At 11.1467 ff she asked the Chorus to sing a 
paean to Artemis and gave the orders for her sacrifice 
(in this passage we find certain ritual expressions, 
including the 
Ia., 
as always before an "actio sacra") . 
Then a procession starts towards the altar which includes 
the prayer of the Chorus; in that aspect the prayer is a 
prosodion. 
1. Iphigenia asked for a paean. The prayer of 
the Chorus is not a paean in form, but the occasion is 
appropriate for such a song. 
2 The heroine also asked the 
Chorus to sing in praise of Artemis (1.1490). According 
to Kirchoff the play ends at 1.1509. Monk, Hermann, 
Dindorf believe that it ends at 1.1531, where-the prayer 
ends. England in his Commentary ad loc. remarks: (the 
paean) "was to be sung, not on the stage, nor even on the 
way to the altar, but during the sacrifice", and this is 
apparently correct; his view is also supported by 
Iphigenia' s lines, L-ýLrrcre't. JaJ 1 ä. ßö%, %bw 'j 
'/ A,? -c L- ºLo And in fact, the solemn prooemium (11.1521-23) 
is immediately followed by the demand. On such a special 
occasion and after Iphigenia's appeals to the Chorus for 
a solemn paean-hymn to Artemis, the prayer which we have 
noes not sound like a proper one. I believe that the play 
ends at 1.1520: at this point the Chorus leave the stage 
It is analysed by Haldane only, who classes it 
into the group of hymns "in an ironical, satirical or 
otherwise unorthodix manner". 
-Ago - 
following Iphigenia to the altar, where they are supposed 
to utter the paean. L1.1489 ff ( ýw ýw vEä. vXfs erov&nac-i - 
ýaL' +A tEýW '(o. %ký5os 
ä, vuý, noeov ) recall isyllus' 
Paean: hI. ncu 'Jo 





TatTl" Entsag eou ; cf. also Paean Erythraeus; Ar. Thesm. 
114: -ca. ) 'c Ev 
6ecr(r 
, 
$evo&ovotßt. ttcöeav c .. tiaai 
I SAA 
pT-tgL .v; 
in all the three examples given, there follows a praise 
of the god or an expression of devotion (see also Kleinknecht, 
p. 101)* 
Nevertheless, I shall analyse here the prayer 
as we have it. It is a personal prayer for a particular 
service, on behalf of the Greek army. It is addressed 
to Artemis because of her role in the play; she is not 
addressed under any specific function. 
Structure 
Our song begins with a prooemium introduced by 
a. a, »a, (which is common in transition to prayers, cf. 
Heracid. 770, A. Pers. 628, Supp1. "79). For this type 
of prooemium (not addressed to the Muses) see Adami, 
p. 219 and Norden, p. 151; verbs employed in such proo- 
emia are: 01"6Lc, v Here we 
have the verb ºc, a2Kv (cf. also O. h. 1 Orphic fr. 309, 
Ar. Thesm. 117). If this passage is genuine, then we have 
another hymnal device adopted by Euripides (cf. also Hel. 
167, Tro. 511; cf. further Eur. fr. 1023N2 (inc. fab. ) = 
Antiope fr. 182a Suppl. Snell). This device is not found 
in Aeschylus and Sophocles. 
-494- 
Part i: the prayer. It starts with an invocation 
by an epithet in anadiplosis (the name of the goddess 
appears in the prooemium). Then we find a participial 
clause: cf. Pi. 01.2.13 O. h. 82.6 
( t, ýoýcrt, X94Jta. ) , Aristonoöis 1.45, Ar. Nub. 274, etc.; 
cf. further Keyssner, p. 132: such a participial clause 
is a traditional technique and refers to offerings or songs 
to gods; Xa. eýs is the participle commonly employed .3 
The prayer consists of two imperatives. In this part the 
appeal is-in the "Du-Stil"; in O. h. 1 which opens with 
the verb KVZLo, the whole hymn is in the "Er-Stil". In 
Isyllus' Paean and in Paean Erythraeus we observe the same 
change from the "Er-" to the "Du-Stil". 
I 






























Examination of theelements 
andother material 
For Artemis' ýEJos see on Ion 452, P. 4. 'I ý. ýacscsa, 
comes from the common religious stock; it is not though a 
traditional epithet of Artemis: cf. Ar. Thy m. 971, 
1 
Ma . h. 20.38. 
ßEw-j ,w vatrcrav is not an appropriate title 
of Artemis (see the Commentary of England, ad loc.; 
S. Ras (Iphigenie A Aulis 1522-23, RPh 18 (1944) 173-74), 
suggests the expression 9weaW 
ä 
vaTcrmv, which is relevant 
to the story. For the expression En E0z"xtZ nö-rtti. LA. ') 





T1özvLa, also comes from the common religious stock; 
of Artemis it is employed in Od. 20.61, o. h. 36.11. For 
the demands neýyov - c5 cf. also I1.24.308. 
Vocabu1ary-Style 
Of the sacred vocabulary we find seven words: 
rr.. + 14 YcOýC, v A' K. ýwawý. b\I º =, VCLo'6av I ROTVI, 0. º 'ýcaPt--. Ua º nq ov º 
SOS, 
" 
The style of the song is not elevated. Ornamentation is 
not poor: we find five adjectives and one metaphor (crTE 
6Lvo'/ 
Sös ci Lt ux, cx.... ) . Of the common hymnal stylistic 
techniques we find two epithets, cne participle, one 
anadiplosis, one exclamation; the article occurs once. 
To sum up, if we ignore for our purpose the 
problems which this song raises, the prayer itself sounds 
like a solemn appeal with a considerable amount of hymnal 
features. It is a dramatic appeal, suitable to the 
1. 
context. It is short. 
-A94 - 
Fr. 912 N2 (inc. fab. )* 
Introduction 
So far there is no agreement about the attrib- 
ution of this long and interesting fragment to a certain 
Euripidean play. Valckenaer ascribed it to the Kretes 
(see Nauck, ad loc. ). R. Cantarella (Euripide, I Cretesi, 
Milano, 1964) includes it in the list of fragments of an 
unfounded attribution (for a further discussion, see ib., 
p. 89). Iý"is a personal prayer with a demand for a 
particular service, which recalls A. Pers. 628 ff. The 
prayer is accompanied by an "actio sacra", 
1 
an offering. 
This offering is the appropriate one for the dead (see LSJ 
s. v. xc 
., 
with A. Pers. 6242; nQmvc5 was also offered to 
the dead and the gods: cf. A. Pers. 204 and Cho. 99). 
This offering also includes a na-ýyafntci, consisting of all 
kinds of fruit: cf. A. Pers. 616 ff. For a detailed 
3 
description of an offering to the dead cf. Od. 10.517 ff 
and A. Pers. 609 ff (the dead and the chthonian deities). 
Wunsch (RE 9.1, s. v. Hymnos . 163) includes this 
fragment 
in the Euripidean hymns "mit philosophischem physikalisckern 
Einschlag". Satyrus in the Life of Euripides refers to 
this fragment to show the influence of Anaxagoras upon 
Euripides (see Powell-Barber, New Chapters in the History 
of Greek Literature, j, p. 149). 1. Mev-Zaie r (Euripide 
et 1'Orphisme, BAGB AS (1928), p. 29) believes that our 
fragment is an orphic prayer. The prayer is addressed to 
Zeus-Hades. For this identification cf. O. h. 18 (cis 
naoONLO va. ). Zeus, among his other functions, was also 
Knoke and Haldane do not analyse this fragment. 
-4 15 - 
the god of the soil and the nether world (Zs xS 0VLos ). 
4 
The god of the lower world appears under various forms and 
names, as Plouton, Hades, Zeus Chthonios, etc. 
5 In our 
passage it is not Zeus Chthonios, but Zeus, the King of 
Olympus, who also rules the nether world with Hades 
(cf. 11.6 ff). 6 The king of the nether world is the 
guardian of the dead; there was a belief in a conscious 
after-life of the disembodied soul. 
7 This is illustrated 
in our 
. 
pas"sage (and also in A. Pers. 628 ff). It is under 
the competence of the king of the nether world to send up 
the souls. The single epithet employed ( Tý ncýuiýuv. Eýýýý) 
does not indicate his specific function under which he is 
invoked. This is indicated by 1. B. In A. Pers. 628 he 
is invoked (not by name) together with other chthonian, 
deities. The chthonian deities can send up from the 
spirit-world revelations of future events8 (cf. in 
particular the mantic power of Ge as a chthonian goddess). 
9 
On the other hand in Od. 11.444-51, -Odysseus saw 
Agamemnon and learnt his fate-. The appeal in A. Pers. 628 
indicates a belief in the omniscience of the spirit of a 
dead. In our song the king of the nether world is appealed 
to to send up the spirits of the dead, because they know 
the reason for the hero's sufferings and the remedy for 
them. In A. Pers. 609 ff the offerings are poured for the 
VQTC40% L-O%, and for the dead Dareius, and then the 
Chorus pray to the chthonian deities to send up his soul 
(11.628 ff). In our song the offerings, which are 
appropriate to the dead, are offered to the king of the, 
nether world, to propitiate him and send up the souls of 
-4%- 
the dead. Our passage is a prayer of offering concluding 
with a demand for a particular service: cf. also A. Cho. 
124a-151, Eur. Hec. 534, Ar. Vesp. (860)875, Pax 974, 
O'. hs. 18,29,46,84. 
Structure 
Part j: the invocation starts with the personal 
pronoun (see on Ion 452, p. 3O ) and an epithet. Then we 
have a mention of the offering (cf. A. Cho. 129). The 
name of the god comes next; in this case we have two names 




part ii: a prayer follows with an apostrophe to 
the god by the personal pronoun cv and the verb Srja, L; cf. 
also Ar. Vesp. 875, Pax 974, O. hs. 18,29. The transition 
to this part is achieved by the particle 
G: 
cf. also 0_h. 
29. 
Part iii: the Begiündung with the traditional 
6a, P. It is the reason for the particular invocation: it 
celebrates the god's "potentia" and also indicates his 
function as the king of the nether world: cf. The. 373, 
Ar. Ran. 399, O. hs. 34.11,61.6,68.8.11 
Part ii: a second prayer follows, with 
ýý. 
This is the demand for the particular service, phrased 
with one imperative: cf. also Ar. Ves . 876, Pax 
974. 
In this part we find a reason for the appeal implied by 
6»ws 
the, words j, 


























x ý z. + 
I 
c. 
s " 0 
r 
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Examination of th, e elements 
andotherma ter ial 
The epithet is traditional; in Homer it 
is always employed of Zeus as guardian of special places 
(cf. I1.3.276,16.234; cf. further Hom. h. 4.2, Pi. 01. 
7.87, Carm. Conv. 887, Ar. Eck. 551). We find the same 
expression (ncty Nj ý. L-Vlý-wv for Zeus, in Bacchyl. Dith. 
17 (16) .66.12 For 
Ze ,s.... övo a. `5öJ,. G JO$ WTL-eýft. s Cf. 
A. Ate. 160_... (see further below, p. ISO). In the mention 
of the offering we have some ritual expressions: for 
%ow IbLQuo -cf. A. Pers. 609, Cho. 15; for 
V)aui.., J cn%jfoJ 
cf. Pi. 01.7.48: ä, rjoeots Lqou ; for clQoxv9ýcraý (which 
though is never employed in this form for a pouring) cf. 
Od. 10.518: " -)cow. %atibeLL , A. Cho. 156: K. L-xwý. 
evw%j 
Xo&-* 
87: XFovcra .... Xoo c, ; 99: %louoo. nrAo. vöv , Carm. 
Conv. 
879 (3) : EKKýý(VT0. L' käac-c, j' C-öj . The verb 
SE a i, is traditional 
in prayers with an offering or a dedication: Ar. Ves . 
876, Pax 974, Pi. Perth. 12.5, O. hs. 18,29,46,84, 
Herodas, Mim. 4. ID'v? v%J5a. t. are the- non-chthonian gods 
in Pi. Pyth. 4.194, Dith. 2.7, and again in Euripides: 
Hec. 146, El. 483, Pho. 823, Bacch. 394 (in Aeschylus and 
Sophocles this adjective does not occur). 
13 For the 
expression av c-v tE JEozs Yozs 00, f(X-AýCu. S csrcwrýzPov 
TO b tWS, XKý, 
i3HS 
cf. Pi. Dith. 2.7 ( Kai, n"ä, a &. xvrov 
Itos OüQavtScu. I%/ " C-%-? C is 
Cc~ravz. 
L ; cf. also O. h. 
(2týG ... crc v 18.3 (: L, 6; ; K%cl> º6k. vLrrrot ý)º Arch ii. 177 
ý. ý. 
EV 
O Q. 4ov KeO,. -ros ). For ovýwv I. &_ ý. ý. e'cExt-ts 
0-? Xv%S c f. O. h. 18.1: Tov ono-A%0,41,0\1 Sö kLov " 
and 1.8: 
OS Ieövov C-crivý+. ýL ac vrtö ýoöoE-ýýýa. ýcwPov " 
The verb nL Lbo\j is also found in A. Pers. 628; cf. also 
- '199 - 
Eur. Hel. 167. "G5 is also found in A. Pers. 628. 
For the epithet txk. K"es of the gods see below, on Kresph. 
fr. 453 N2, p. 334.. Notice also the repetition of the 
personal pronoun, found also in Ion 452, Pho. 676, O. hs. 
34,61,68. 
Vocabu1ary-Sty1 e 
Of the sacred vocabulary we find eleven words: 
Eoýýt, 
º xowý týýýavov ,' )O1O. QA t\0 r4.. trau , 
JEOýS püpo, VýSG. LS ýw. W_a. . ý/ , C: KýV 
ý0. ItAki-VOOS " 
The style of the song is not elevatled. Ornamentation is not 
rich (we - find` two adjectives and two metaphors: 
c 06 hm OJ, 
Of the common hymnal stylistic techniques we find 
one epithet only; the article occurs four times. 
Yet, it sounds like a solemn prayer, which 
contains praise with prayer. It is not short. 
SURVEY 
From the analysis presented above of the twelve 
Euripidean euctics, the following observations can be 
offered: 
1. Most of them are not short appeals and thus they 
do not conform to Menander's instructions (see above, 
p. A4 ). They condst of various forms of lyric: most of 
them are "astrophic"; two of them consist of a strophic 
pair (Med. 627, Heracld. 770); one consists of a triad 1. 
(Ion 1048); one is a prooemium (Tro. 511); see further 
the Survey of the Euripidean kietic hymns, n. 1. 
-. <Uo - 
2. In all of them one god is invoked; except for 
the Eumenides, the Muse and Hecate, the remainder are 
principal gods: Zeus (twice), Athena (twice), Aphrodite 
(twice), Apollo, Artemis, Dionysus (once). 
3. All these prayers are uttered by the Chorus (it 
is uncertain by whom fr. 912N2 is uttered). They are 
mainly personal prayers, either on behalf of the heroes of 
the play, or - mainly - on behalf of the Chorus themselves; 
Suppl. 626 is uttered on behalf of the Chorus and the city, 
Heracld. 770 on behalf of the city and the heroes of the 
play; IA 1521 is on behalf of the community. Three 
among them are prayers for blessings; the rest of them 
are demands for a particular service. 
4. The selection of the beings invoked is precisely 
justified in most of the passages: they are invoked 
either because of their special link with the particular 
mortals (Aic., Heracld., Suppi., Pho. ), or because of a 
particular function of theirs related to the demand (Ion, 
Bacch., fr. 912N2), or because of their specific role in 
the play (Or., IA 1521). In the case of Aphrodite the 
invocation is due to her identification with love: 
5. In the passages with a demand for a particular 
service, we have a response to it in the sequel. Some of 
these songs do not contain a dramatic appeal. 
6., In structure we have various general schemes. 
- , Again Euripides is not tied by the convention: Invocation 
Begründung - Prayer (cf. also Chapter I). 
7. The invocation is short in most of the examples. 
We find, though, epithets and other elements in most of 
-104 - 
them. Except for Med. 627, in all the passages we find 
one invocation of the god only. 
8. The god's attributes are phrased with epithets 
mainly; in two examples we also have relative clauses (Ion, 
Or. ); in one example we also have participles (Or. ). 
9. Places associated with the god are implied 
simply by certain expressions in four examples (Ion. 
Heracld., Or., fr. 912). 
10. Except for IA 1521, in all the examples we have 
various types of Begründung, either as a separate part, 
or implied by certain expressions. When it is a separate 
part, the transition to it is achieved by various traditional 
ways, or without any particle (Su pi ., Or., Ba_ ch_) " 
11. When we have a demand for a particular service, 
it is phrased with imperatives (in two examples we have 
more than one demand: Alc., IA 1521). When we have a 
prayer for'blessings, it is phrased with optatives (Med., 
four, IA 543, -three, Pho., one). 
12. In none of the passages do we have a promise for- 
thanksgiving presents to the god. 
1'3. Most, of the examples are built according to the 
"Du-Stil". In some examples we have a combination of 
two different types: "Du-" and "Er-Stil" (Med. ), "Ich-" 
and-"Du-Stil" -(Bacch., Pho., IA 543). 
14. - - The epithets of the gods commonly come from 
the common religious stock. Many of them are traditional 
epithets of theirs. Some others, although they come from 
the-common religious stock, are not commonly employed for 
the particular god. There are also some epithets which 
-201- 
are employed for the particular god here. only (some of 
which are created by Euripides). 
15. In phrasing of the elements and other material 
we notice many echoes from the evidence which we have 
considered in the present work. 
16. In most of the examples the style is not elevated. 
17. Ornamentation is commonly poor. 
18. ThecDmmon hymnal stylistic techniques are 
commonly found to a small extent. 
19. The treatment of the gods is traditional (in 
two cases the poet follows popular beliefs). 
20. Most of the Euripidean euctics sound like 
solemn appeals with a considerable amount of hymnal 
features and sacred vocabulary. In this class of hymnal 
songs we find certain features which do not occur in the 
Euripidean kletic hymns (e. g. relative clauses, 
"Hypomnese"). In these songs we find fewer elements which 
are present by implication only, than we find in the kietic 
hymns. 
21. Some of these songs are strictly dramatic (Alc., 
Sup 1., Tr o., IA 1521); in some others there is an 
amplification of the hymnal style with various items 
(Med., Heracld., Ion, Pho., Or., Bacch., IA 543). In two 
of them prayer is combined with praise (Heracld., fr. 912N2). 
They are all suitable to the context. 
2.2. Lastly, when we have a demand for a particular 
service, the passage is more elaborate and more traditional 
in structure, than those whj, ch do not contain such a 
demand. 
-201- 
PATTERNS OF EUCTICS 
IN AESCHYLUS AND SOPHOCLES 
Turning now to Aeschylus we get a different 
picture from that which Euripides offers. In the seven 
Aeschylean tragedies we find ten euctics, almost as many 
as in Euripides, though they do not contain as many 
traditional hymnal features as the Euripidean ones. These 
passages'are: * Pers. 628-32 + 640-56, Suppl. 23-39; 40-47; 
630-693; 1062-73, Ag. 146-155, Cho. 782-799 + 807-826, 
Eum. 956-67,. PV 574-87; 894-907. They consist of various 
forms of lyric, but we also observe that a hymnal song is 
broken by non-hymnal parts (Pers. 628, Sup 1. the parodos); 
Aeschylus also combines different types of religious song 
in one lyric, and thus we have to divide it into separate 
parts (the parodos of the Supplices, the second stasimon 
of the Choephoroe; this also applies to the second 
stasimon of the Persae). These lyrics do not form one 
hymnal unit from the beginning to the end (to a limited 
extent we have the same technique in Sophocles and 
Euripides: Soph. OT the parodos, OC 1085; Eur. Heracld. 
third stasimon, HF 781 ff, Bacch. first and fourth stasima, 
Kretes fr. 5 Cantarella). 
Pers. 628 is an appeal to the chthonian deities 
first invoked collectively and then separately (collective 
invocations are common in Aeschylus; Euripides does not 
employ this technique). The appeal is repeated at 1.640 
(Ge and the UN14%.. collectively) and again at 1.650 (to 
Haldane analyses all these passages except for the 
two i:. the PV; Kno}: e. analyses Suu 1.23; 40; 1062, Ag. 146, 
Cho. 783. 
-ýo4- 
Hades). The structure of the passage is unusual. Sui 1 
23 starts with an invocation of the city of Argos and its 
elemental powers and includes a collective invocation of 
the Olympians and Zeus. Suppl. 40 consists of invocation 
of Epaphus and a brief mention of his birth-myth (cf. Eur. 
Ion 452). It includes a rare form of summoning C ERlý6ºý-ýoý,. cr-ýca. 
which is either equivalent to u. ý, ý, 
ä, 
cile &bvov or to 
Su 1.630 is a thanksgiving prayer for týuýoýwe Eýý'E 
blessingsön behalf of the Argives. Several gods related 
to these blessings are mentioned with epithets (or not), 
but they are not-invoked. It starts with a prooemium to 
the gods collectively to witness their prayer. The gods 
mentioned are: Ares, Zeus, Artemis, Apollo. The Argives 
are praised, (on-this see above, p-17 ), and this functions 
as the Begründung for their prayer (in this part we have 
the övvev. o and ýä. e ) .. After 1.693 the hymnal style is 
abandoned-(a-similar prayer is A. Eum. 938 ff; such 
examples-are not found in Sophocles. and Euripides). Sup 1. 
1062 is a-short prayer to Zeus amplified by a statement of 
the Chorus. Ag.., 146 is a prayer to Apollo in a 
narrative scene; he is invoked to intercede with his 
sister Artemis in favour of the Greeks (a similar case but 
a different prayer is. Eur. Ion 452). At the end we have a 
Begründung with täe(for this prayer cf. Fairbanks, p. 19). 
In the second-stasimon, of the Choephoroe we have four 
prayers to different divine beings: three of them are 
euctics (to Zeus, Apollo, Hermes); the fourth has been 
examined in Chapter-I1. The stasimon starts with an 
invocation of Zeus.. and an accumulation of prayers, including 
-2os- 
a promise on behalf of Orestes for thanksgiving presents, 
which takes the form of a Begründung with Znet.; this is 
an unusual type of promise. The prayer to Apollo is 
short, followed by a longer prayer to Hermes. L1.819-26 
function as the Begründung to the whole prayer introduced 
by tccü -Töti' this anticipates the fulfilment of the 
prayer and such an example is unique among our evidence. 
At the end of the stasimon the prayer-pattern is abandoned. 
Eum. 956 is a prayer for blessings on behalf of the Athenian 
youth (the whole prayer is different in structure from the 
T. I 
similar one in Suppl. 630). This prayer is addressed to a 
body of gods collectively (not by name; these are the 
marriage-gods, which mainly are Hera, Zeus, Aphrodite), 
and to the Moirai, whose invocation is long and which comes 
at the end of the passage. PV 574 is a part of Io's monody 
in which she addresses Zeus and describes her sufferings. 
It is a prayer aý-corcaº.. -tarrr? obwc. The description of her 
sufferings functions as the Begründung. PV 894 is a 
prayer for blessings on behalf of themselves, addressed 
to the Moirai (cf. Med. 627, IA 543). There is a 
Begründung with ýI. In the epode we have some reflections, 
which function as a Begründung. 
The gods invoked are principal gods, with the 
exception of the Moirai and Epaphus (for Zeus, Ge and 
Moira in Aeschylus, cf. in particular Stasimon, pp. 42-46). 
The beings invoked are carefully selected but this is not 
always justified directly within the appeal. Some of the 
epithets employed are not relevant to the specific occasion 
(for instance, ä, ývoL 
% 
in Pers. 628, ýc., ra, J in Su 1.1062, 
-ýOG- 
0ýOjo 
" k". Eca-LONOL , 
ERIQOeLýc- SI tLkA tuD-rcLCCL , 
in 
Eum. 956); 1 they simply honour the beings invoked. 
The structure of the Aeschylean euctics is commonly 
complicated; only four among them follow the usual pattern: 
Suppl. 23; 1062, AA. 146, PV 894. In most of the 
invocations we find epithets, including participles and 
one relative clause. In many of the prayers the gods are 
not invoked by name, but by a periphrasis. In four examples 
we have the 6&voS of the god, phrased twice in a traditional 
manner (Cho.. 811, PV 574); In Eum. 956 we have a unique 
phrasing, . o.. -ceoºc. a. aýývw-ca. ý (i. e. daughters of Night, cf. 
Hes. Th. 217); in Suppl. 40 we have two highly poetic 
expressions of origin, the first one being also a metaphor. 
In four examples we have a mention of the god's haunts; it 
is only in Cho. 807 where it is phrased in a traditional 
manner (va, i. wv). In the rest of the examples, this is 
implied by certain words. In all of the passages there is 
a Begründung, either as a separate part (introduced by 
' 0' 5w or implied by 
ývEKC. 
I 
rzrt ýc * -Löte 
certain words. The Begründung is either the reason for 
the appeal or the reason for the particular invocation. 
The prayer is commonly phrased with the imperative; we 
also have the optative and 4, ß,, + subjunctive. In most of 
K 
the examples we have two or more prayers. They are 
commonly demands for a particular service. In three 
examples 
we have prayers for blessings (Su ol. 630, Eum. 
956, PV 894). 
In five of them one god is invoked. In the 
remainder more than one divine being is invoked. We 
-go-? - 
commonly have one invocation only. The prayers are mainly 
uttered by the Chorus. Five of the prayers are on behalf 
of the Chorus themselves. The remainder are on behalf of 
the community. 
In phrasing of the elements and other material, 
we notice a traditionalism to a considerable extent, as 
well as echoes from our evidence. Some of the epithets 
are traditional of the gods or they come from the common 
.I'cIII 
sacral stock (for instance wva. 
A 
, e, ývos , (rw-cwe , 'scvLos 
lr-coýCptros 
º etc. ). Some others are new and also 
employed for a single time for the particular god (for 
instance 
äX? 
+osý öýSevöýc. oý 
ö. 
rýývoý. EnýýPý%-zS 
otvAul'ýai etc. ). Of the sacred vocabulary we do not 
commonly find many words. The style of the passages is 
commonly elevated. Ornamentation is not poor. 
We havea praise of the god invoked in Cho. 811 
and Eum. 956 (the god's power and nature). Most of them 
are not short. When there is a demand for a particular 
service, this does not always receive a response in the 
sequel. 
2 
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In Sophocles we do not find many euctics. In 
his seven plays we find five such songs: Ant. 147-54, 
OT 190-202; 904-910, OC 1477-85; 1556-78. * These appeals 
are simpler than the Aeschylean ones. We find a consider- 
able number of traditional hymnal features, as well as 
non-traditional features. They are mainly "astrophic". 
In one case we find the Aeschylean technique, a combination 
of different songs in one lyric: the parodos of the OT. 
ýAnt. 147 starts with the Begründung introduced 
by and concludes with a prayer to Dionysus to 
join them at their rejoicing. OT 190 starts with a prayer 
(in the infinitive) and in this part we have a Begründung. 
At the end we, have a prayer to Zeus with an elaborate 
invocation. OT 903 starts with a solemn invocation of Zeus, 
with prayer. This is followed by a Begründung with 
In OC 1477 we have a prayer to an unnamed god (cý 
i 
with a Begründung with cam.. At the end we have an invocation 
of Zeus with the verb &oqZ, an unusual verb of summoning. 
OC 1556.. starts with a peculiar invocation of Persephone 
3{ 
and Hades, followed by prayer and a Begründung with ý". 
In. the antistrophe three different beings are invoked (the 
chthonian Erinyes, Kerberos and apparently Thanatos, as a 
god). The invocation of the Erinyes and Kerberos is not 
followed by a prayer. The prayer is addressed to Thanatos. 
At the end they summon him again. 
4 
This prayer is full of 
peculiarities. Of the beings invoked Dionysus, Zeus (three 
* Haldane analyses Ant. 147 (the whole stasimon, 
which in fact is a song of rejoicing, not an actual hymn), 
OT 190 (the whole parodos), OC 1556. Knoke analyses OT 190 
(the whole parodos) and OC 1556. 
-2dj3- 
times), Persephone and Hades are principal gods. The 
Erinyes are secondary deities. Thanatos is not in fact 
a god; 
5 
nor is Kerberos. 6 We also have an appeal to 
a Sox. , J. The beings invoked are carefully selected. 
This is commonly justified within the appeal by epithets, 
which have relevance to the occasion. In two examples 
only we find ornamental epithets, without relevance to 
the occasion: OR 190, Oo. TEQ , OC 1477, arva,. 
.. 
In structure the Sophoclean euctics are generally 
simple, following the usual patterns (with the exception 
of OC 1556). In all the invocations we find epithets 
(with the exception of tha invocation of Sa. 
Lk4wV 
in OC), 
including participles and one relative clause. Other 
elements, however, are not commonly found. In all of the 
examples we have a Begründung, which is always a separate 
part, with ßäQ , cam, and a relative clause'. The prayer 
is mainly in the optative. We commonly have more than one 
prayer. They are demands for a particular service. In 
three of our songs one god is invoked; in one two divine 
beings (OC 1477) and in OC 1556 five beings are invoked. 
The prayers are uttered by the Chorus. Four of them are 
on behalf of the community and one on behalf of the hero 
of the play. 
In phrasing of the elements and other material 
we notice a traditionalism to a fair extent, as well as 
echoes from our evidence. Some of the epithets of the 
gods are traditional, some others are new of 
Dionysus, borrowed from Poseidon, ä. ýoývwS of Persephone). 
-IX14. - 
Of the sacred vocabulary not many words are found. The 
style of the passages is not always elevated. Ornament- 
ation is not rich. Three of them are short. In none of 
the passages do we have an actual praise of the god. 
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SHORT EUCTICS 
Furthermore, we find in Euripides a number of 
short euctics: Alc. 741, Kretes fr. 5.6 (Cantarella), 
Med. 759, Hipp. 228, IT 463-66, Pho. 151; 190. * 
ALCESTIS 741-46 
The Chorus following Admetus for the funeral 
processiön utter a short farewell to Alcestis. It is not 
a typical propemptic, since she is not a traveller (see 
further on Hel. 1495, p. 57 ). They apostrophise Alcestis 
and-utter a wish tobe favourably received by the 
chthonian deities Hermes and Hades and also to be a näTaeos 
of Persephone in the lower world. It is a wish which the 
gods are to fulfil. Both verbs are in the optative (the 
first in the third person, referring to the gods, the-second 
in the second person, addressed to Alcestis; for changes of 
the person of the verbs in prayers--cf. The. 341, A. Pers 
, 628, PV 526; 894,. Eur. -Med. 627, IA 543). In the first wish 
we find a propitiatory word, nQöbeLov (see Keyssner, p. 89); 
this word is nowhere else found in Euripides; the use 
of propitiatory words is uncommon in Euripides. Hermes 
is mentioned under his function as a chthonian deity and 
in particular as the psychopompos. 
1 
The epithet -x9 öv'. os 
is-traditional of him (under this specific function): 
lcf. A., Cho. 1, Soph. AAS 832, El. 111, Ar. Ran. 1126, 
O. h. 57 (the title). Persephone is mentioned by peri- 
phrasis: "AýSov vu L& .; this is unique among our evidence; 
None of these prayers is analysed by Haldane 
or Knoke. 
ný.... ý, ý.... _ . ... 
-. 117- 
C. S in Eur. (Rh. ) 963 she is N04K &. EýEe9Eý.. The verb 
no-. L-8eEvw occurs in Greek poetry for the first time. 
Short though, and consequently poor in traditional features, 
the passage follows some of the principles of the propemptic: 
r-. ewcomium of the departing person and good wishes (see 
2 
on Hel. 1495, p. S8 ). 
KRETES fr. 5. '6 f (Cantarella) 
The kletic appeal to Artemis at 1.4 of this 
fragment (examined in Chapter I) is followed by a short 
euctic appeal to Hecate. The first appeal is in the 
"Er-Stil", the second in the "Du-Stil": cf. also Soph. 
Aj. 693, OC 1085. The transition to the second appeal is 
achieved by Tv $e : cf. A. Sept. 128: 6v -rm Hecate is 
invoked to walk beside and light (in order to ensure a 
safe escape to the heroes). The participial clause 
5ºzºýQovs ävrxcvýa. 'Aa. c. 1 is part of the demand rather 
than'an epithet. This refers to her torches, one of 
Hecate's attributes: 
1 
cf. Hom. h. 2.59 ff, Alcman 63, 
Bacchyl. Hymni 1B = 31(40), Ma . h. 21.4, PM IV. 2070-2129. 
The torches are apparently in association with her lunar 
character: 
2 
cf. Soph. fr. 492N2 (Rizotomoi); in Ho= 
2.59 ff she isFrobably thought of as the moon-goddess. 
This function of Hecate is expressed in two Euripidean 
passages: Tro. 323, Hel. 569. In our fragment the help 
of Artemis and Hecate, as two different goddesses, is 
asked for. In other cases Artemis is identified with 
Hecate. 3 Hecate is the daughter of Zeus in our passage, 
as she is in orphic poetry (cf. Orphic fr. 219). Her ýEvos 
_. 2-1q_ 
is expressed by Aºos simply. The adjective rLmoPo%y> is 
nowhere else employed 
we read: t 
va. Bä,, cxtos 




a particular service. 
MEDEA 759-63 
in Classical Greek. In Eur. Ion 716 
ä. ý. ýý rj%)e005 ä vExu., V n büºcc. c ; in Soph. 
called cý, t. º. 6tnoeo5 (carrying a torch in 
a purely dramatic appeal, a demand for 
"- egeus is leaving the stage having promised refuge 
to Medea in Athens. After Medea's brief farewell to him, 
the Chorus titter a short propemptic to him, by which they 
show their sympathy with Medea. The propemptic consists 
of good wishes for a safe trip by divine help, and a 
brief encomium of the departing traveller. It includes also 
a wish to fulfil his promise., It is a purely dramatic 
propemptic. The escort of Hermes is asked for, under his 
function of guide and protector of travellers. 
l This is 
indicated by the traditional epithet lo. go. Os: cf. also 
Ii. 24.153; 182; 461, A. Eum. 91. The second epithet, 
äw°- 
, 
is ornamental: cf. also I1.2.104. Hermes is not mentioned 
by name but by periphrasis, consisting of his ýývos and 
epithets. For his (EVos cf. Hom. h. 3.1 (µa. 6ä. 5os vLo%v 
), 
Hom. h. 18.3 (ÖJ 
vLýK. E 
Mný. a. ) , Alcaeus 308 (1Icü, a, . 
EVvDtr)) 
º etc . 
The prayer is in the "Er-Stil"; the Chorus apostrophise 
the departing person (cf. Alc. 741). Both verbs are in 
the optative. The propemptic is introduced by 
2 
at 
(cf. end we have an eriý. -clause cf. Heracld. 770), which 
functions as the encomium of Aegeus, which is also the 
reason for their prayer on his behalf. In the prayer we 
find the verb rIEaä, 6c-ýE and not the traditional nrnt-{v " 
i 
-2Ao- 
Though it is a , short propemptic, we find-some traditional 
features of this type. It is rather strange that it is 
not a proper propemptic (cf. Hel. 1451 ff); this is 
probably due to the fact that the king is not a principal 
hero of the play. 
HIPPOLYTUS 228-31 
In the lyric-dialogue between the Nurse and 
Phaedra as she is lying down weakened by her illness, the 
heroine addresses Artemis, the beloved goddess of Hippolytus, 
and she wishes she were able to supervise and drive the 
horses (what Hippolytus'is doing), in the goddess's 
precinct. Artemis is invoked as S' a-n01va. 
äjLo, 
s 4t+-vai 
ai,. ývý. vcLaiwv Twv`L K r1Ro . -cwv These are relevant to the 
occasion. In Anacr. 348 she is äqeiwv 9%kQav SEcrnotva, and 
in Pi. 01.3.26. she is ýncjoaöa. . For ývýtvasiwv 
C. cýclokPötwv 
cf. Pi. Pyth. 5.92, lnnöy_eoYov oScv , A. Gr. 12.131, 
ýveývýs tý. nRorýeö-CoJ The invocation is in the "Du-Stil"; 
the prayer in the-first person optative with tE. (cf. The. ' 
1087; see also Hel. 167, n. 13). It is a short wish 
rather than a dramatic demand for a particular service. 
IPHIGENIA TAURICA 463-66 
As the strangers approach the Chorus apostrophise 
Artemis (not by name) with forms appropriate to a prayer 
t 
of offering: helau. 4b%)cr%lc,. V is a stock formula. The 
epithet employed for Artemis, no%xvicL , is traditional. An 
I H -clause at the beginning functions as a Begründung; 
this clause also expresses the disagreement of the Chorus 
-. 224- 
about the human sacrifice which is going"to be offered 
to the goddess. In IA 1521 we have a different formula: 
ýJýý. aQºý Qýe o-c. ýýýoýs -xcxRc-rcrcu. (see above, p. AV ). The 
appeal is not a demand for a particular service. 
PHOENISSAE 151-53 
The prayer isuttered by Antigone who is watching 
the army of the Argives with the Pedagogue; it is a 
cursel against Parthenopaeus, whom she is seeing at this 
moment. As the Schol. comments: c Kozws Aru. J Av9ovv 




oä. Tct. L j %A2ä 
9. 
t VLovkL, &%jv-%V K. GL'CQ. 
-r-ws -toüzov V V-InYeö S -ro-) cg ý, vvw. s, etc. The link between 
the goddess and his mother is indicated by the participial 
clause (reason, for the invocation). 
The prayer recalls A. Sept. 452: o0\oii , OS. 'no7'-. 
ä-) 
Enc-ýxEZ0. L " .. " For the bows of the goddess as a 
weapon against the enemy cf. A. Sept. 147, Soph. OT 203 ff. 
For the expression ä. ka,, c. 
öew 
...: 
LEýte4a- cf . Soph. OT 
208 
and Anacr. 357. The prayer is introduced by 
ä. 1aä.. The 
verb is in the optative. In the relative clause OS .... 
we*have the reason for the prayer (cf. Pho. 1054). The 
curse is suitable to the context and it will be answered. 
PHOENISSAE 190-92 
The last of the Argive leaders whom Antigone 
'sees, as she is watching their army, is Kapaneus. At his 
sight she addresses Nemesis (cf. 
EaaAtrL . tt ffeoo ýLevv,, z 
the Scho 1. ad loc .: na.. f' 
VEýQ-'Amoxoos) and the 
-ý2z- 
thunder of Zeus (cf. the Schol.: n? oo vc-&zvt 5cr -cox 
ý04h6*o6eja a. ütw ), and then she refers to Kapaneus' 
promise to bring Theban women as slaves to Mycenae. At the 
end she prays to Artemis to escape such a misfortune. 
Apparently Artemis is invoked as the virgin goddess, -by a 
virgin girl (cf. also Ion 452). The prayer is phrased 
with . v,,. notE- (in anadiplosis) and optative: cf. A. PV 
894, Eur. Med. 627; A. PV 526 is a similar phrasing. The 
invocatio*is in the "Du-Stil", but the prayer is in the 
first person: cf. Hipp. 228 with The. 1087. The invocation 
consists of, an epithet which comes from the common 
religious stock and it is ornamental (cf. Od. 20.61, O= 
36.11; in I1.21.470 she is rtözvýa. 
ýKQwý) 
, and of her 
ýt-jos , phrased with a highly poetic and unique expression 
of origin (cf. also Ar. Thesm. 321: Aoiovs 
Ee, jos ). The-expression employed here, which is also a 
metaphor, apparently stresses her virginity. Xev6Eof6ö-c? O'xoS 
is a new word created by Euripides And not employed again 
by him. The passage is a wish rather than a demand; 
though short, it has a solemn and poetical invocation. 
It will be answered. 
*****s** 
The short Euripidean euctics contain a few 
traditional elements each and words from the sacred vocab- 
ulary. The epithets employed for the gods are mainly 
traditional of them. The gods are carefully selected and 
this is either precisely expressed or implied. Apparently, 
such short, instinctive appeals without amplification and 
poetic colour are closer to daily practice. 
-21.3- 
In Aeschylus we find a few only short euctics 
with hymnal features: Sup i.. 138-43; 889-93, Cho. 726-29. 
The first of the appeals is addressed to Zeus, the second 
to Zeus and Ge (cf. Eur. El. 1177), the third to the 
abstraction Peithol who represents one of Hermes' functions 
Ilt-uswoOs , cf. Cults 5, p. 27), which is 
important in this occasion, and to Hermes himself under 
his function as cto\A_nai, os and also as a chthonian deity. 
In these appeals we find epithets which are mainly 
traditional of the gods; this is the main hymnal feature 
which occurs in these passages. At the end of the first 
appeal we have a prayer which is an E, 6. 
riý.. 
vtoJ ; the second 
appeal is an E; 
QJe-v%o% 2 (in the eboýLvLc_ we often have a 
prayer: cf. Philodamus, Hymnus Curetum). Generally these 
passages sound different from the Euripidean ones. 
Turning now to Sophocles, we find a considerable 
number of short euctics with hymnal features: Trach. 
1040-42; 1085-89, El. 209-12, OC 10,85-90; 1689-93. 
Both the appeals from the Trachiniae are prayers 
a, VToýC0. TGýa'TPocbriS , the first addressed to Hades, the second 
to. Hades, the thunder of Zeus (cf. also Pi. Pyth" 4.198), 
and finally to Zeus himself; this appeal concludes with a 
Begründung with El. 209 is an appeal to the supreme 
god, Zeus, (not by name) , as the -cL eös %Eos (which 
though is not explicitly indicated). oc 1085 (first half 
Qf a longer prayer) is addressed to Zeus and Athena on 
behalf of the community; Zeus is invoved as the supreme 
god and the "all-seer" in a moral sense (see Eur. E1.1177, 
n. 2) . OC 1689 is another prayer a, ýzo, Týeoý. S uttered 
-ý34- 
by Ismene; it is addressed to Hades again; there follows 
a Begründung introduced by the uncommon 
ws. In all the 
invocations we find epithets; this is the main hymnal 
feature we find in these short passages. Most of the 
epithets are traditional of the gods invoked. Like the 
Euripidean and Aeschylean short euctics, the Sophoclean ones 
also offer interesting material for our research. 
GENERAL CONCLUSIONS 
ON EUCTICS 
IN GREEK TRAGEDY 
The examination of the patterns of euctics in Greek 
Tragedy offers some significant conclusions on the methods 
of composition and the traditionalism of the three 
Tragedians. Euripides employs this type of prayer to a 
considerable extent, and so do Aeschylus (who offers a 
variety of patterns), and Sophocles. Generally, all three 
of the Tragedians conform to the traditional pattern: 
invocation with epithets - Begründung - prayer. Nevertheless, 
each of them differs from the other two in specific 
matters. Among the three Tragedians Euripides appears 
to be the first to offer the most interesting examples 
and those closest to the tradition, followed in that by 
Sophocles. In this class not all of the prayers are 
purely dramatic, though none of them is out of context 
(this applies mainly to Aeschylus and Sophocles). In this 
1. - 
class we find many songs which are marked by a poetical 
colour and again Euripides is first in this respect. 
Lastly, we observe again, as in Chapter I, that the three 
_11J 
Tragedians do not imitate each other. A -final observation 
to be offered is the following: in certain of the prayers 
examined so far we find invocations of divine beings mixed 
up with invocations of beings which are not actually divine, 
such as abstractions and personified objects, or elements 
of the natural world: of. A. Sum 1.23, Cho. 726, Soph. OC 
1556, Trach. 1085. 
Furthermore, in Greek Tragedy we find a number 
of lyric prayers to gods without hymnal features (in 
certain of them we find one epithet only). Such prayers 
do not concern the present work; it is interesting, 
however, to see how many such prayers are found in each 
Tragedian, which divine beings are addressed, and also 
whether they are long or instinctive appeals: 
A) Prayers with one epithet: 
1 
Aeschylus: Sept. 312: to gods (no'%oZ%oL long. 
PV 526: to Zeus (ö näv-cag J) , long. 
Sept. 301: to- gods (Dto6Evc-gis ), short. 
Su 1.1052: to Zeus (öqca. s) , short. 
Cho. 306: to the Moirai ýekö,. )aL) i short. 
Sophocles: OT 1096: to Apollo (Zow. E 
2 
short. 
Euripides: HF 820: to Paean (owo. ), short. 
(Rh. ) 455: to Zeus (vnc cos short. 
(Rh. ) 995: to cat *. wv (c k.. E9'.. »J ), short. 
B) Prayers without hymnal features (all of them are short): 
Aeschylus: Pers. 915 (to Zeus), Sept. 87 (to gods), 
Sept. 417 (to gods); 566 (to gods); 
629 (to Zeus), Sul_ 791 (to Hades), 
Cho. 340 (to the god); 462 (to gods), 
Fun. 942 (to Pan). 
-ý-; 
.rýý6r 
Sophocles: Ai. 185 (to Zeus and Apollo); 
949 (to the god). 
Euripides: Med. 144 (to Zeus, Ge, 6ws), Heracld. 894 
(to Aphrodite), Hipp. 
_ 
734 (to the god), 
Hec. 79 (to the chthonian gods); 96 (to 
Sa. ýý. oves ); 1067 (to Helios), Tro. 329 
(to Apollo). 
The above lists show another aspect of the methods 
of composition of the three Tragedians. List A) shows a 
differentiation among Aeschylus, Sophocles and Euripides. 
List B) shows that Sophocles differs from both Aeschylus 
and Sophocles. Lastly, notice that this type of prayer is 
confined to the early plays of Euripides. 
CHAPTER III 
HYMNS OF PRAISE 
In the first two chapters we have examined hymnal passa- 
ges whose principal aim is prayer to gods ( "subjektive Hym- 
nen", cf. RE 9.1. s. v. Hymnos , 142). In this chapter we shall 
examine passages whose main aim is praise of the gods ("obje- 
ktive Hymnen", cf. RE, loc. cit.; see also above, pj: ý ). The- 
se songs may conclude with ä short prayer, for blessings, 
commonly on behalf of the community; according to Menander 
(p . 342) " navies YcLp avuuvoGvzes zoüs 9eol% eis C6Y, 6LQ. 6Y- 
RXECOUßL Tovc XdyouS". 
l 
Most of the hymns of praise are cult- 
songs and have no personal character, as have the songs exa- 
mined in Chapters I and II. The praise of the god may take 
the form of a mythological narrative2 ( his birth-myth, his 
glorious deeds or other events in his life )3, Myth is one 
of the essential elements of all religions ( see Dodds, Bac- 
chae , p. 69 ). Menander speaks of uv8t. uoi, ü1wvoL ( pp. 338f 
), 4 
and YsveaXoYLxoi ( p. 340 ). Or, it may take the form of an 
exposition of the god's essences: it deals with the god' s 
nature and power, which, sometimes, are exemplified. Menan- 
der speaks of cpvmxoC üuvoL ( pp. 336f ), which deal with the 
cpvQtc : öf, -the -gdd ( üuvoL (puoLoXoyi, 3coC ) and which are philo- 
sophical in character. In this class I shall include the 
songs which deal with the nature and power of the god,. but 
which are not necessarily philosophical ; our passages may 
contain a prayer, though, according to Menander, such hymns 
must not contain one ( p. 337). We also find a third type of 
praise by which the mortal simply exhibits his piety. Such 
songs have no specific theme ( they are not narrative songs 
ýi 
'. ' ... -ýý 
g- 
nor do they deal with the nature and power of the god). The 
god is apostrophized and glorified with epithets and, other 
items related to him. ' Wünsch ( RE 9.11 158f ) employs the 
expression "eine Huldigung" for one such song ( Anacr. 348). 
For this type of songs I shall employ the expressiqn "hymns 
of devotion". 
6 
To the first type of praise ( narrative : mythological 
hymns or " 'Apc, zaXoyi., a ") belong the following hymns7: Hom. 
hs. 1,2,3,4,5,6,7,18,19(partly), 26,28, Ep. h. to the Mother 
of the 
gods, 
Isyllus' paean, Limenius, Philodamus, Alcaeus 
-304 ( to Artemis ) 
8. 
Cf. also Hes. Th. 53ff. 
To the second type of praise ( (puo xot üuvoi. ) belong 
all the Orphic hymns 
9, 
* Hom. hs. 8,, 10, 
'11,14,, 19 (partly), 22, 
27,30,31,, 32,33, Ep. h. to Pan, Ar. Thesm. 985. Cf. also Hes. 
Th. 81ff, 411ff. 
To the third type (" hymns of devotion ") belong : 
Hom. hs. 9,12,13,15,16,17,20,21,23,25,29, Aristonoos 1 and 2, 
Paean Delphicus 1, Paean Erythraeus, Anacr. 348 ( to Arte- 
mis ), Carm. Conv. 885,886,887, fr. ad. 939 PMG ( which is 
a thanksgiving hymn to Poseidon ), 
0 
Ar. Thesm. 107,969. 
In Greek Tragedy'we find 'the following examples: First 
type: Eur. IT 1234, Hel. 1301, IA 1036. Alc. 570-87, Bacch. 
88-104,523-529 are "play within 
play 
". Aeschylus and Sopho- 
Iles do not offer any example of this type. In A. Supp1. se- 
cond stasimon ( 524 ) we have a lo-n$ narrative in the middle 
section, on Io's story, in which Zeus is also involved : this 
is in praise of Zeus and functions as the Begründung of 
the appeal to Zeus. Still, the narrative is not divine- and 
thus it is not classed here. Se c'o ndtype: A. Suppl. 
86, Ag. 160, Eum. 950. Soph. Ant. 604,, Trach. 497. Eur. Hipp. 1268, 
Bacch. 41711 Bacch. 370 is a" play within"play ". Third 
'f l'xPztSSýoý t ravveý zo 
R"- II. 
-SI XXX v)r 
iCi is cyeol' oc 
pe, ýa ýd IýZý Qmc! AoP ý4'/e I'ý, of . S, g6r 
7c). 
- A2? - 
type: A. Suppl. 1034, Abc. 355, Eurn. 1032. Soph. Trach. 205. 
OC 712 is a" play within'play ". Eur. Hipp. 58, Ion 112, IT 
123, Bacch. the parodos. Fr. 781 N2 ( Phaethon 227 Diggle) 
A. 
is a" play withinAplay ". 
In structure we have various patterns among our evidence 
of hymns of praise :Firsttype: they commonly start 
with a short prooemium addressed either to the god himself 
( in " Er-Stil ", with a verb of singing : e. g. Hom. h. 2 ), or 
to the Muses, to sing the theme of the poem : e. g. Hom. h. 4, 
Limenius. Then we pass to the main theme, the narrative. 
12 
It is commonly introduced by a relative clause, referring to 
the god mentioned in the prooemium : e. g. Hom. h. 4, Limenius. 
At the end we have a new'invocation of the god with a saluta- 
tion ( Xaipc ). Sometimes there we find a prayer and a pro - 
mise for a lasting praise of the god : e. g. Hom. h. 2'. Se 
condtype.: at the beginning we may have a short pro- 
oemium of the same type as in the first type ( see above 
e. g. Hom. hs. 22,31 '., or a simpler prooemium with a 
verb of singing or summoning : e. g. O. hs. 3,6"; or, the god 
may be directly addressed at the beginning : e. g. O. h. 4, 
Hom. h. 8. The main theme follows in apposition, phrased with 
epithets, participles, relative or other clauses, personal 
pronouns : e. g. Hom. hs. 11,22, O. hs. 19,25, Ep. h. to Pan. 
At the end we may have a new invocation, with a salutation 
and. a prayer or a promise, as in the first type ( see above); 
e. g. Hom. hs. 10,22 , or, simply, a new invocation 
with prayer ( e. g. the Orphic hymns ). Thirdtype 
these songs may begin with a prooemium to the Muse or to the 
god himself with a verb of singing ( e. g. Hom. hs. 9,13 
or, with a direct invocation of the god ( e. g.. Hom. h. 21, 
_230- (. 
Aristonoos 1 ). The various items in honour of the god fol- 
low in apposition style ( phrased with epithets, participles, 
relative clauses ) or they are phrased with a series of sen- 
tences ( e. g. Hom. h. 29, Aristonoos 1, Anacr. 348 ). At the 
end we may have a salutation and a prayer ( e. g. Hom` h. 15, 
Aristonoos 1 ). ' 
As a type-specimen for the first type I shall take 
h. to the Mother of the gods; for the second type, Hom. h. 27; 
and for the third type, Anacr. 348. 
Il "t. r, +. ý. '1 . ý'. .",. 'Ili 1'1'1 '1!: 1 , ýýl . ý'1 !1t wi J! 
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NARRATIVE HYMNS 
IPHIGENIA ' TAVRICA 1234-1283 
Introduction 
After Iphigenia and Orestes have gone to their escape 
with the statue of Artemis, as Apollo ordered Orestes to do 
( cf. 11.77-92), the Chorus, consisting of Greek captive wo- 
men, sing the third and last stasimon in praise of Apollo as 
the oracular god of Delphi. It deals with the acquisition of 
the oracle by Apollo ; the song concludes with a hint on their 
confidence about the god's prediction to Orestes. 
' Orestes 
has been sent to Tauri by a prediction of Apollo ; this pro- 
diction is about to be fulfilled to the and ; the Chorus wish 
to glorify the oracular god in anticipation, under this par- 
ticular function of his. The relevance of this song to the 
plot is not clear " prima facie ", and it was considered an 
tUD XLuov ( see Stasimon, p. 251 ). What has been said above, 
however, is enough, I think, to show that the song is rele- 
vant to the occasion, 
2 
although there is no direct connection 
with the plot, as is the case with some other stasima of the 
same type ( Hel. 1301 (1353) , Pho. 1019 (1054), IA 1036 
(1080), 
cf. Stasimon, p. 256 ). Furthermore, in Menander (p. 333 )we 
read the following of the uutt. xoi. üuvoL :" xaz'aXXnYOPCav 
npotdv-Es ji. Xty ". Our song can possibly be taken as an alle- 
gory ( although it is not, in the strict sense of the term; 
for a definition of the allegory see Arom, nepC nO ntL- 
xiv tpdncv, Spengel III, p. 207 ): behind the struggle and 
the victory of Apollo, we can see the struggle and the victo- 
* Both Haldane and Knoke analyze this hymn. 
. -935- 
ry of Orestes, in two levels ( in Mycenac and Tauri ). Our 
hymn is not a paean, in the strict sense of the term, though 
it praises the Pythian Apollo and its subject is the sacred 
legend of Delphi ( the same as in the paeans used in worship 
at Delphi : cf. Fairbanks, 'p. 26 ). It lacks an invocation of 
the god at the beginning, the paean-refrain, as well as a 
prayer at the end. This hymn is uttered before an important 
-undertaking, a circumstance in which a paean was uttered (cf. 
Fairbanks, p. 68 ). Since there is no prayer and after what 
has been said above ýý.. _ it seems as if it were utter- 
ed as a thanksgiving song. 
3 As far as its content is concern- 
ed it is a uuSLxds üuvos. In the song we find the three ole- 
ments"of a cult-hymn, the god's nature, his dpya and his 
birth-myth ( see above p. 229, n. 6, and Monoloj, p. 98 )" 
Hymns with a mytholögical narrative in praise of Apollo, 
which have come down to us ( among our evidence ) are : iiom. 
h. 3 and Limenius. The former deals with many moments in 
Apollo's life in order of time, starting with his birth-myth. 
Limenius deals with his birth-myth and the slaying of the 
dragon. In. our hymn the central theme is one : the acquisi- 
tion of the oracle by Apollo. In the strophe we have three 
moments in his life : his birth, his journey to Delphi and 
the slaying of the dragon. The legends are given in outline. 
The greatest part of the strophe is occupied by the descri- 
ption of Deiphi and the oracle, where Apollo delivers his 
predictions. At the end of the strophe the poet celebrates 
the victory of the god over the dragon and his acquisition 
of the oracle. In the antistrophe we have a further legend: 
the dispossession of Themis, the revenge of Earth and Apo- 
llo's restoration by Zeus : this is given in a rather full 
narrative. Apollo's birth-myth is given in detail in tiom. 
- 23c- 
h. 3, Limenius, Pi. Paean 12,9ff, The. Sff ; his journey to 
Delphi in Hom. h. 3.244ff, Aristonoos 1.17ff ; the slaying 
of the dragon, in Hom. h. 3.301ff, Limenius, 11.26ff, Paean 
Delphicus 1,18ff ; the story with Themis is briefly mention- 
ed by Aristonoos 1 . 21 ff ( though a different version 
). For 
all these legends see further Weil, in his Commentary on IT, 
p. 541, England in his Commentary, at 1.1262, A. W. Verrall, 
Euripides the Rationalist, Cambridge, 1913, pp. 242f, Fairbanks, 
pp. 26,49f, 115, and A. -H. -S. 198f. In our hymn there is a 
4 
unity, though we have more than one story ( see above ). 
The story is narrated to the end, though the narrative is 
not detailed. 
5 Menander recommends auvzouta in hymns of a 
mythological narrative ( cf. p. 339 ); on the other hand the 
myths must not be yu vot ( cf. loc. cit. ). Euripides seems to 
be especially concerned with that : as a counterpart to the 
brevity of the narrative he makes it vivid, picturesque and 
poetical. 
6 Pindar also was in favour of brevity in narrative 
in Dithyrambs : cf. Dith. 70b with Bowra, Pi ndar, pp. 194f. 
Structure 
The hymn does not open with a prooemium or an invocation 
of Apollo, as was common in hymns of this type ( see above, 
p. 221). The Dithyrambs of I3acchylides begin directly with the 
narrative : Dith. 15 (14), 17 (16), 19 (18) ; on this see Sta- 
simon, p. 253. The first line, however, which precedes the nar- 
rative, is introductory ; to some extent it states the sub- 
ject of the song. 
7 The narrative : it starts with a relati- 
ve clause ( cf. also Hom. h. " 4: öv T6xe ... ., Limenius : 
6v 9tLwrc , etc. ), and the adverb note ( cf. Philodamus, 
1.6, 
Hel. 1301 , P1.01.9.9, Pyth. 9.15 ). The first topic is the 
birth-myth : 11.1235-39. The second topic is the journey 
11.1239-1248. The transition to it is achieved by the parti- 
- 23-T- 
cle 86 ( this particle is often employed in the narrative : 
cf. Hom. h. 3.5; 9; 10; 11; 12; Isyllus, 1.48, Limenius, 1.7, 
etc. ). The third topic is the slaying of the dragon and 
8 
the acquisition of the oracle : 11.1249-1258. The " Er-Stil" 
is abandoned here and the Chorus apostrophize Apollo ; this 
part deals with a glorious deed of Apollo, for which he is 
eulogized. A similar change we find in Limenius, 1.21, with 
the prayer, in which example the poet keeps the " Du-Stil " 
in the following narr. ative. 0f. also iiom. h. 3.19ff, Isyllus, 
1.50. A new topic starts in the antistrophe, introduced by 
öe plus 6rtc i( for the use of 6ne C in narratives, cf. iiom. 
h. 4.20; 52, Bacchyl. Ep. 3.23, Arittonoos 1.19 ). Here we 
hear of the dispossession of Themis and the revenge of Earth: 
11.1259-1268. This topic continues with the visit of Apollo 
to Olympus : 11.1269-1275. Again we find the particle 86 at 
the beginning. The song ends with the restoration of Apollo 
at Delphi : 11.1276ff. The transition to it is achieved by 
56. At this point the narrative is complete. At the end we 
do not find any prayer, or apostrophe to the god9 ( see abo- 
ve, p. X2f ). This technique is common in the Dithyrambs of 
Bacchylides : cf. Dith. 15 (14), 16 (15). On the contrary 
all the hymns of the first type among our evidence and ei- 
ther with a prayer or with an apostrophe to the god. Never- 
theless, our hymn does not close abruptly, as is the case 
with most of the Dithyrambs of' Bacchylidese10 
The narrative is achieved mainly through verbs in the past 
tense, and rarely through participles. We observe the same 
in all narrative hymns. Our hymn is sung in praise of Apo- 
llo. This praise is achieved through epithets ( cGnat. s, Xpu- 
ooxouav, oopov ), the mention of his attributes ( tLOopa, 
zdEa ), the apostrophe to the god at the end of the stro- 
_l3g- 
phe ( where we find three participles, see Introduction, p. 1). 
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Examination of the hymnal faa- 
turesandothermateria l- 
The beginning of the hymn is unique among our evidence; 
it recalls the choral odes which comment on what is happen- 
ing on stage. Apollo is not mentioned by name, but by a pe- 
riphrasis : on this, see on Ion 452, p. 3Z ; this was a com- 
mon device in hymns. In fr. ad. 178 N2 Leto is called xaXXi- 
naLc. Keyssner (p. 128 ) wrongly quotes our ex vnple ( cOnaLC 
ybvoc ) under, the heading : Die Schönheit der göttlicher 
Kinder, which was a traditional hymnal motive. For the fun- 
ction of 'this expression here see above, p. 236 . Xpvaox6- 
uac is a standing epithet of Apollo : cf. Bacchyl. E2.4.2, 
Pi. O1.6.41; 7.32, Paean Deiphicus 1.3, etc. ( see Crusius, 
Die delphischen Hymnen, p. 41 ). The expression tv xLOdP 
Qocpbv has 'a parallel in Paean Delphic us 1.15 : ray xt, 9apCoEL 
xXutdv . The lyre was one of his principal attributes, 
as 
was also the bow. In Hom. h. 3.131 we read : eCn uot, x! 3apCs 
ze QCXn xai, xaurt Xa tdEa. In the next sentence the bow is 
mentioned, but according to the reading ä z'it is, as gene- 
rally interpreted, in association with Artemis. Platnauer 
rightly remarks :" the reference to Artemis is unexpected 
and the conjunction of the understood substantive with the 
previous relative (tdv ) is grammatically awkward, though 
parallels can be found ... Most modern editors accept 
Weil's 
simple ýL -V". I believe that ä t' refers to Leto, just mený- 
tioned two lines above, and this sentence recalls Ilom. h. 3. 
12 : XaupcL 8 tc rtbzvLa 11nzw, / o0ve3ca toEocpbpov I(c xapze- 
pöv utdv .- wrev ; the pronoun 
(aüt&> at 1.1238 must cor- 
respond to ä z'. 
11 Moreover, in Paean Delphicus 1.19 we 
read that Apollo slew the dragon by his arrows. In Eur. Ion 
164 his phorminx is connected with his bow. In the short 
-140- 
birth-myth we find two elements which seem to be traditional: - 
the place where the god was born, phrased with the expres- 
sion : ev xapnocpdpo Ls yoddXo i. s: Of. The. 7: ' Cn C tpoxoc L8i. 
X iviL, Limenius , 1.5 : Ttapdc XCiivgc itXuzýL ; cf. also Ilom. h. 
15 ( with another birth-myth ): 640gg 9v' xaXXi. xdpoi, aLv. 
The second characteristic is that the offspring is honoured 
with epithets : cf. also Hom. hs. 12 and 15. Generally, in 
phrasing and structure Euripides does not repeat in this 
topic the birth-myth of Apollo as found in other poems (see 
above, p. 235 ). This also happens with the second topic, 
which is also different in content. For the springs of Par- 
nassus cf. Paean Delphicus 1.5, Aristonoos 1.41f, Itom. h. 3. 
300. For the association of Parnassus with the Bacchanals 
cf. Soph. Ant. 1129. The dragon is called noLHL\Öv roc 
oCvwnbs . This epithet is borrowed from Pi. Pyth. 4.249 (noL- 
XLXdvwzov öpLv ). In Paean Delphicus 1.19 we have : aCdXov 
eXLxtcv (PudLv . The dragon is also called neXd)pLov 
Týpac: in Paean Delph. 1.20 we have 34p , in Limenius 1.25 
ras ncXwpc xdpq , and in Hom. h. 3.302 : j1cy6. Xnv tepas äYpLov. 
For the sacred expression uavrcCwv Casewv see «ilamowitz, 
Isyllos, p. 111. TpCno5L xpuoec has a parallel in Soph. OT 
152. ' Ev &QiGuÖc L $p6v(4) / 1ia. vtc C(xg ßpotot ... recalls Paean 
Delph. 1.17 ; cf. also Pi. Pyth. 3.29 and A. -Fr. 350 N2 ( inc. 
fab. ). The verb veu(a ( cf. 1.1255 ) is employed of the 
function of a god, cf. Soph. OT 201; see further Keyssner, 
p. 79. The verb CXw ( cf. 1.1258 ) is often used of the 
haunts of a god : cf. Ananius 1, Ar. Nub. 595, Thesm. 316 
In Aristonoos, 1.24 we have : 98pas 9XELD ; in Paean Deiph. 
1.7 we read : p. avzetov 6Qdnwv nc.. yov. The end of this stro- 
phe can be compared with the second stanza of Aristonoos 112 
-441- 
For ueoov yCxr. teXaOPov see on Ion 452, p. 
4L Again this 
topic does not repeat the other songs ( see above, p. 
X36 ) 
in phra.: sing and structure. In the antistrophe hymnal features 
are rare. Here we find the traditional epithet of Apollo 
&vaE ( see on Aic. 218, p. 151) and his 6nwvuuia AoECac in 
his function as the oracular god; the sacred noun TLuA , 
which denotes the functions and attributes of a god ( see 
Keyssner ,. pp. 55-57 ); for noX)Xpuaa Aazpeüuata cf. Soph. 
OT 152; - for Oca(pdc. -twv dm 6a% * cf . Aristonoos 1.15: xpna oCc 
s686yyou -cc XvpaS/avöais, and for xaI zt, udcs itcIXt. v Orjxc AOEI, gc 
cf. A. fr. 86N2 ('I6pcLai. ) with S Sojh. OC 793. The laughter 
of Zeus ( 1.1274 ) is borrowed from Hom. h. 4.389. 
Docabu1ary-Sty1 e 
Of the sacred vocabulary we find 'tw e-de words: 
eTLxzc, Xpuaoxduav, X toOQa, ßaxxeüouaav, ducpcnc, v"uwv, 
eXwv, TLuäv, äva E, Seäs; zýuds, a a6wv ( twice ). The diction 
of the song is highly poetical and picturesque. We find thirty 
adjectives ; none, though , is ornamental. We also 
have two 
personifications: zäv ßaxxc oucav xopuTdv/vuxtwnbv äXa8oa6Vav. 
In vocabulary we observe the following : we find six words of 
which Euripides is our earliest witness : eiaroXW , AoXerov, 
xardXaXxo5 (also in other Euripidean passages ? aOocüvi, 
vuxzwnös, EevdsLC. One hapax legomenon: daTaxzoG. Many epic 
words ( apparently this is due to the type of the song, see 
above, p. WAW , n. 2 ): cGnaLS, YOaXov, ydvuuat., 6ELpdcC, 6u(06nw, 
8pccxw, BcQaco, CdOeoS, p -cOpov, etc. Seven words are heavy 41 
compounds: xapnocn6poLs, Xpuaoxduav, rcoLxI. )dvwzoC, taX'TCOUC , 
itoXvXpuc(x, vuxzcjnbv, noXuävopL. The article occurs five times. 
We find five participles ( referring to Apollo ) : 8p4)a)( )v, v6I'wv, 
cxcv, öpua&c ,8 Xccv (they are mainly in the present tense ). 
4y4_ 
We have an anadiplosis once, with eTL(1.1249); we also find 
one exclamation(l). The style of the hymn is elavated to a 
great extent: we find new words, one hapax leg., heavy 
compounds, epic words. In ornament it is rich: it consists 
of many adjectives and poetical expressions, The employment 
of compound words and of adjectives is common in hymnal 
passages in Euripides; this characteristic of the style of 
our song does not mean that the poet was influenced by the 
New'Dithy_ramb which was marked by the employment of compound 
words and adjectives and also by an artificial grandeur in 
its phrases. 13 In'our hymn the phrases are simpleand short. 
The common hymnal stylistic techniques are not found to a 
great extent; this is probably due to the absence of a 
prooemium and a-final part, where we commonly find epithets 
end other hymnal elements. 
;ý'. '. 11. . '. ." . '. 
To sum up, the song in praise of Apollo has no hymnal 
structure; in that point it is closer to the narrative di- 
thyrambs of Bacchylides. We find though a sufficient amount 
of hymnal features in phrasing. In narrative techniques it 
follows both the epic and dithyrambic tradition. The narra- 
tive is picturesque and vivid and it is also marked by bre- 
vity. 
Generally the song has no close affinities with the 
hymns of the first type. It is not, however, a more narrati- 
ve for its own sake. It is sung in praise of Apollo and it 
sounds suitable to the context. ( Kranz, Stasimon, p. 256, is 





Menelaus and Helen have just persuaded Theoclymenus to 
let them go to the sea and sacrifice to the " dead " Menela- 
us. All three then go in, and the Chorus, consisting of Greek 
captive women, sing the second stasimon, " which marks the 
pause while preparations are being made for the ' burial at 
sea' "( cf. Gr. Chorus, p. 166). The song narrates the wrath 
of the Great Mother at the loss of her daughter. The narra- 
tive ends at the second strophe. In the last antistrophe the 
Chorus apostrophize Helen and render her misfortune to some 
wrath of the Great Mother, which Helen has caused ( she igno- 
red the powet of her cult ). Thus, the otherwise irrelevant 
song on the Great mother', is connected with Helen's story. 
At this point the Chorus have hope : Helen's misfortune will 
soon come to an end ; now they seize the occasion to sing on 
the power of the TEXETQt and to warn Helen for the future; 
the legend functions as the background for this lesson to 
Helen ( this is Kannicht's view ); 2 in the narrative the 
Chorus praise the power of the goddess ( 11.1325-37 ; this 
part is an 'ApezuXoyta ), and the power of the cult-Lxstru- 
ments ( 11.1349-52 ); the wrath of the goddess brought ruin 
upon earth; her wrath against HäLen brought ruin upon all 
around her. The cult-instruments dispersed her wrath ; the 
-tcXcraC can make anybody happy. In ant. b we have a sort of 
the ( 11.1358 ff ), as we also have inarodos of the Bac- 
chae ( str. a; see further Dodds, p. 69 ); cf. also the end 
of Bacchyl. a. 4. To support the above interpretation 
* Both Haldane and-Knck e analyze this stasinon. 
S --ýy4ý' 
I shall refer to a Pindaric technique. Pindar uses 
myths in the Epinikian odes to illuminate the present ; through 
them he raises an issue of general and universal. importance; 
he intends to convey lessons by his myths, in which we often 
find maxims. 
3 The use of the myth at this part of the play 
serves the same purpose as in Pindar's odes, and ant. b can 
be addressed to any mortal. In another example Euripides uses 
a myth in contrast with the present ( IA 1036 ) . myths are 
also used to exemplify the power of a god : Cf. Soph. Tra_. 
497 ff, Eur. Hipp,. 525 ff. The motive in the last stanza is 
a traditional one : see G. Zuntz, On Euripides' Helena : The- 
ology and irony, Fondation Hardt, Entretiens Tome 6, p. 227. 
The stasimon with all its problems has been fully exa- 
mined by Kannicht in his Commentary ; cf. also Maas, ED. hs., 
pp. 141 ff. Therefore, I shall not analyze it in detail, but 
I shall discuss certain points concerned with our research, 
or not discussed by the above mentioned scholars. The song 
is not a hymn in the strict sense. It is a narrative, at the 
end of which we find an apostrophe to a mortal. Kannicht 
rightly calls it a hymnal . epos Adyog. Its main aim 
is not 
to praise the Great Mother but to give a lesson to Helen on 
the power of the goddess ( cf. ant. b) and the orgiastic 
cult ( cf. str. h ). Nevertheless, this turns to a praise 
of the Great Mother and thus it can be classed as a uuaLx6c 
04voS. Of the elements of a cult-song we find one only, the 
god's power ( see above, p. 228, n. 6 ). We can take the song 
as an allegory ( see above, p. 23)). As Zuntz ( loc. cit. ) 
remarks, there is a symbolism in this myth :" fruitless 
exertion, ending in exhaustion and despair ; resentment: , 
draining the springs of life - and reconciliation, by the 
' -245- 
will of the'same god ; reconciliation and joyfulness with 
the coming of ChariteS Muses and Kypris ". I think one can 
think of the story of the heroes of the play themselves. The 
poet, does not narrate the whole story, but one apisode on- 
titled :" The wrath of the Great Mother at the loss of her 
daughter ". The narrative starts in medics rebus4 and it is 
narrated to. the end : on this see n. 5 on IT 1234, with Bac- 
chyl,. Dith. 17 (16). The narrative is picturesque and not 
very detailed : see above, p. 236. 
Hymns with a mythological narrative, concerned with De- 
meter, br the Great Mother, which have come down to us are: 
Hom. h.. 2, Ep. h. to the Mother of the gods ( the former narra- 
tes'the rape and return of Persephone - full narrative -, the 
latter; a. quarrel between Zeus and the Great Mother - the 
narrative in medics rebus - ). 
Structure 
The song opens abruptly, with the narrative : see above, 
p. 23-T. At the beginning we find the adverb 1toze ( see above, 
p. 136), and a mention of the goddess, not by name. The 
narrative consists of three topics : a) In search of her lost 
daughter': 11.1301-1319 ; it concludes with an epilogue 
( 11.1317-19 ): we find the same in Bacchyl. ith. 17 (16) . 896. 
b) She arrives at mountain Ida and because of her wrath li- 
fe ends on earth ( 11.1320-1336 ); transition by 6'ötc ( in 
the Homeric hymns we often find 6LXX'öTc : cf. Hom. hs. 2.51; 
3.349,430; 4.10, etc. ). c) Zeus sends the Graces and the 
Muses to cheer the Mother ; Aphrodite makes her smile ( 11. 
1337-1352 ); transition by &tet 66 ( see above, p. 23; ) . In 
this part we find direct speech ( 11.1341 ff ) which is a 
common technique in the Homeric hymns of a mythological nar- 
-24(- 
rative and in the Dithyrambs of ßacchylides ; cf. also Ep. h. 
to the Mother of the gods. 'This gives the narrative a drama- 
tic colour. At-the end of this topic the narrative is comple- 
te. We do not find any prayer or apostrophe to the goddess at 
the end ( see above, p. 22 ). The song, though, has not 
yet come to an end and thus it does not close abruptly. In 
the following part the heroine of the play is apostrophized 
and the song reaches its main aim, the eulogy of the ZcXciaC. 
This final part is introduced by the pronoun 6v , which con- 
nects it with the preceding part ( cf. Stasimon, p. 313= S. 256). 
The narrative is mainly achieved through finite verbs in the 
past and present tense. That this song is not primarily sung 
in praise of the goddess herself, becomes obvious by the lack 
of epithets, and of any mention of her attributes and functi- 
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V o'c abu1ar y- Style 
Of the sacred vocabulary we find twnty" tuo words 
6pc Ca 1L rnp 8ewv, tppizou xoüpct , 9E4, iLctznp, Or-C)v, OuoiaL , 
1C)uotC, n6XavoL, Ocots, Mazpbc, ceuvat, nap86vp, tXaXqL, üuvoL- 
OL, zünava, xaXXIQZa, liax6pov.. Oct, aÖXdv, &XaXayuO, bola, 
Ocwv), ucydXac uazpds, 8uaias, Oca , tcpovc, navvu%CbCC 
OC- 
äs, ßaxxcvouaa. The diction is highly poetical and pictures- 
"que. We find thirty two adjectives ; two of them arc orna- 
mental : Xcux«v ( vödTwv ), ßupaoTevfS ( Tünava ). We have 
two personifications ( öpouatov ndvov, XLoVO Pýuuovas rnto- 
nLäs ) and one simile ( &XX6no8c ... ouvcinovzo 
). In voca- 
bulary we observe the following : we find many epic words : 
uatevco, W,: 'jcLS, X£Ouaº ßapvßpouoc, 6UMPOat. OS, xeXaöoC, aa- 
-zi, vn, cCXanCvrJ, d3£Lpa etc. etc.; one hapax leg. : XLovo3p£u- 
11cov ; seven words of which Euripides is our earliest witness: 
noXuvt. cprjs, dxXoos, xapni: Cw ( also in Bacch. 408 ), d(ACfTOC, 
QTVy Loc ( also in Pied. 195 ßupcote\n , cToX . 
(also in 
Pho.. 1491 and Bacch. 936 ). Eight words are heavy compounds : 
ßapvßpouov, dc£XXdreoö£s, noXunXckvflTOV, %Lovoep6LL LOV LC, TtoXu- 
vLcp'c'-a, ßuPQOt£vn, ßapvppouov, naU'nOCXLXOL. The article occurs 
three times only. Four participles tefer to the goddess : 
C£vEäag., 1LacT£6ouoa, Ou 11CO au6v , Tepq, octoa ( mainly 
in the 
past tense and associated with the narrative"). We find one 
exclamation ( c) in the apostrophe to Helen. The style of 
the song is elevated to a great extent : we have many new 
words, one hapax leg., many epic words and heavy compounds. 
In ornament it is rich : it consists of many adjectives and 
poetical diction. The phrases are simple but cominonly not 
very short . The common hymnal stylistic techniques are 
? found to a -small extent ( see also above, 
*** '* ** 
- Z4 9- 
To sum up, the song is not an actual hymn in praise of 
the Great Mother. Its primary aim is different. It has no 
hymnal structure and it is closer to the Dithyrambs of Bacchy- 
lides. As has been pointed out by Maas and Kannicht the song 
repeats, Hom. hs. 2. and 14 and E p. h. to the Mother of the 
gods to a considerable extent, though the poet is also inde- 
pendent in certain pointsa In narrative techniques it*follows 
both the epic and the dithyrambic tradition. The narrative is 
picturesque and vivid and not very detailed. Though its fun- 
ction is different from that of 17 1234, yet it is not a more 
narrative, for its own sake; thus, together with ant. b it 
sounds suitable to the context. 
IPHIGENIA AVLIDENSIS 1036 - 1079 ( 1097 ) 
Introduction 
Agamemnon will sacrifice his daughter eventually. Achil- 
les promises Klytemnestra to help her. At this point the 
Chorus, consisting of Greek women, sing the third stasimon 
on the wedding of Achilles' parentsl. The myth serves the 
same purpose as that in Hel. 1301 ( see above, pp-243 ff 
Here it is contrasted to Iphigenia's story ( in a different 
way Thetis' story is contrasted to Helen's in Alcaeus 42 ), 
and thus the song is not irrelevant to the context2. The 
song concludes with a moralization inspired by Iphigenia's 
story3; this is a technique of Pindar, common with the use 
of myths in the Epinikian odes ( see on Iiel. 1301, P-249 )- 
On the other hand Achilles, the " bridegroom " of Iphigenia, 
is praised for his divine birth ( cf. also Alcacus 42 ), and 
glorious fate; at this moment Achilles deserves the praise 
...... .............. I. .. 
* The song is analyzed by Haldane only. 
. 250- 
of the Chorus, while the contrat3t between Thetis' and 
Iphigenia's fate becomes thus more striking. As Walsh says 
( op. cit., p. 243 )" if Iphigenia and Achilles were to be 
married, the third stasimon would be their epithalamiu m ". 
For narrative epithalamia of the same type see S. and A. pp. 
70 ff and Gr. L. P. p. 214. For similar examples cf. mainly 
Sapph. 44 and Bacchyl. Dith. 20 ( Idas ) 
4. The wedding cc- 
lebrated in our song is chosen here for its link with the 
heroes of the play. Apart from that Thetis is a wedding pro- 
totype ( for this cf. Alcaeus 42 ). For the story and its 
various sources see the detailed examination of R. Reitzen- 
stein, Die Hochzeit des Peleus unddThetis, Hermes 35 ( 1900), 
73-105. For the particular differences between Euripides' 
version and the popular ones see Walsh, op. cit., p. 241. A 
proper epithalamium, according to Menander ( cf. pp. 402f ) 
concludes with a praise of the bride and the groom. In our 
song we have a praise of the " groom " in the narrative part 
( see above, p. 249); in the epode the bride is also praised 
( 11.1085-88 ). Nevertheless, their praise serves a different 
purpose : it stresses Iphigenia's misfortune. The song is 
not an actual hymn, but it is a eulogy of Thetis. At the 
end of the narrative the Chorus apostrophize Iphigenia. The 
poet does not narrate the wedding of Thetis and Peleus in 
detail. The narrative starts in mediis rebus and the poet 
has chosen two moments of the story, the banquet of the gods 
and the prophecy of the Centaurs. Both these episodes pre- 
sent Thetis as an extremely fortunate being. The narrative 
is picturesque and not very detailed. That the song is not 
an actual hymn ( its main purpose is not praise, see above) 
becomes obvious by the lack of the elements of a 
0 -261- 
cult-song ( see above, p. 229, n. 6 ). 
Structure 
The song opens. -with a rhetorical question, the effect 
of which is that the narrative does not open abruptly: to 
some extent it states the subject of the song; thus, it fun- 
ctions as a prooemium, though different from the prooemia of 
the hymns of the first type : Pi. Paean 9 begins with a ques- 
tion; in Bacchyl. Dith. 18 instead of a narrative we find a 
direct question at the beginning, though not rhetorical; 
but 
this is a dramatic narrative. The narrative opens with 6-re : 
we have the same in Bacchyl. Dith. 20 ( Idas ); in Ep. h, to 
the Mother of the gods it ppens with &C . The 
first topic 
is : the Muses sing in praise of Peleus and Thetis at the 
banquet of the gods, Ganymedes serves the wine and the Nere- 
ids dance ( 11.1040-57 ). The second topic is the arrival 
of the Centaurs and their prophecy in direct speech ( 11. 
1058-75 ); for direct speech in narratives see above, pp. 
" £45f. The transition to the second topic is achieved by M 
The narrative is -complete here. What follows ýs a 1. OtiaPL- 
c4 6c_ the, wedding in narrative style, with töte and the 
epithet ýM6pLov : this is a common motive of epithalamia. 
5 
The narrative does not end abruptly. In the epode we find 
the apostrophe to Iphigenia; transition by 6. The whole 
stasimon closes with a question, as it starts. The narra- 
tive is mainly achieved through verbs in the past tense and 
participles in the present tense. The song mainly eulogi- 
zes the bride through the direct speech to her and the epi- 
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Examination of the hymnal fca- 
tures.., and other material. 
At the beginning of the song we find the noun 'Yp&aLc 
( cf. also 11.18.493 : ... nolkir, 6'vt. vmoC bpc: cL ). The 
song is not an actual hymenmex%. In the wedding songs we ha- 
ve a refrain such as 'Yi vW 'Yii u. c 
6. For &ataasv Caxc. v 
cf. the two narrative hymena but ,: I3acchyl. Dith. 20.3 and 
Sapph. 44.26 ; cf. also Pi. Pyth. 3.17. Here the wedding song 
of the Muses is accompanied by the flute, kithara and syrinx; 
cf. also Menander, p. 400: 6 66 CnXntze Xvpav, at 66 nGXouv, 
at 66 ijsov ( i. e. -the Muses, in Pelcus' wedding ); in accö- 
mpanying the epifhalamium only the kithara was used ( see 
Smyth, CXVIII ). In I1.18.494f we read: a{hXOC Q6pULYYeC to 
ßorjv 9X0v , and in S apph .44.2 4f: cb ö' Oäth. exnc 
/ OTOr. 
xpoT&Io. N The epithet XaXkLTTX&aiot. is employed of the Mu- 
ses for a single time and recalls their epitnd xcN CxouOL 
in Sapph. 128 and Sim. 577. Ganymedes' service ( XPuv6oLOLv 
äcpuaae %oL(3ckv / ev xpazýpwv yuc. XoLc ) has two parallels : 
Ii. 1.598 : otvoXdcL yXu «, v xzap dCrc0 3ip1jTlipoc 6. ßp ccwv and 
Sapph. 141" : xp&rnp 6udxpat' / "EpuaLC &' 6Xwv 6XnLv OCOLc' 
c)LVoxdaLQC. NnpnC xcpa ( and the like ) is a common periph- 
rasis of Thetis ( see Bruchmann ). Thetis is called cMtpL- 
60s mac, Nnp? & v; the first epithet has no parallel; in 
Alcacus 42 Thetis is 'rca Nnpij&1v and in A. fr. 174 N2 ("___ 4 
K Laic ) she is called 8 OTtoLva rccvtrjxovt(c Nnp0cov )topaly. 
For i 6pLav YdLVOV cf. Ar. AV. 1725 : VccxapLotGv Ycrty" 
Vocabu1ar y- Style 
Of the sacred vocabulary we find seven words : 'Y46vam- 
Or-, 3c iv, 6x peuvav, ecOv, tope, ecüc, Cti, xtCV, 4(xx6. D OV, 
öaCitoveg. The diction is poetical and picturesque. We find 
sixteen adjectives ( in the narrative ); three of then are 
-254- 
ornamental : c, i. Xoxdpou, naXauocoaäv, xaXXLttadxagloL . We also 
have one metaphor :V Ya( . In vocabulary we observe the 
following :- we find many epic words : Caxrj, xaXXi, nX6)tauo6, 
XU w, äcaüccw, y cAov, tx LaOoc, xopvaow, etc.; one hapax leg. 
&VC4io1cCv ; twelve words of which Euripides is our earliest 
witness : xaAaU&LC , xp cv o( also in Or. 1468 
) , 4- 
Xlüa, 11cX4)86C ( and in other Euripidean passages ), xpücpnua, 
Xcuxocpce , ezecpavwörlc, a. vauXu. , cpoL 06LC ( also in flee. 
827 
oy)(ýpns , Nnup& ( and in other Euripidean passages 
' HcpaLazdnovos. Six words are heavy compounds : cpi. Xox6pou , 
xaXXLTtXbxaWtoi., Xpuacocc v5a. Aov, Xcuxocpafj, tmtoßd-ra(;, 'Hcpat. ato- 
nbvwv. The article occurs seven times. Participles associa- 
ted with Themis are not found. There we find one exclamation 
(a ). The style in the narrative is elevated to a great extent: 
we have many new words, one hapax leg., many epic words and 
some heavy compounds. In ornament it is rather rich. The 
phrases are not commonly short. The common hymnal stylistic 
techniques are found only to a limited extent. 
****** 
To sum up, the song is not a hymn, nor an epithalamium, 
but it eulogizes Thetis. It consists of a divine legend but 
in structure it does not follow the narrative hymns. It is 
close to the Dithyrambs of ßacchylides. We also find one 
element which belongs to the epithalamia, the j=tapLgtd 
motive. The narrative is vivid and picturesque and not very 
detailed. The song is not out of context. 
. 
255- 
ALCESTIS (569) 570-587 
I n't roduction 
0 
Admetus offers hospitality to fierczcles hiding his wife's 
death. The Chorus, consisting of old citizens, sing the third 
stasimon inspired by Admetus' hospitality. The song is in 
praise of Admetus and his house. This leads naturally up to 
the story of Apollo's servitude to Admetus, the effect of 
which was the prosperity of the house ( cf. 1.588 : toLYdp*"")" 
The song opens with an apostrophe to the house ( which is 
: identified with its master followed by the narrative on 
Apollo's evapyctC npc1 ct. . The second strophic pair speaks 
of Admetus ( the song as a whole will be examined in 
Chapter V). The narrative which is inserted, is an 
ApetaXoyCa ( see above, p. 2tf, n. 3 ). it is not inserted 
for its own sake. The story is especially connected with the 
hero of the play and it is chosen here to illustrate the main 
theme of the stasimon : the praise of the house and the prai- 
se of hospitality in general. Menander ( p. 333 ) mentions 
this myth as an example of a uusLx6c üuvoc with an allegory. 
The use of the myth here serves the same purpose as in the 
Epinikian odes of Pindar, where the myth illuminates the 
present ; for that Pindar chooses particular moments or e- 
pidodes of a story ( as in our case ). 
1 In Pi. Nem. 10.49ff 
the victories of Theaeos and his relatives are due to the 
favour of the Dioscuroi for the hospitality offered to them 
by the family of the victor. The narrative is in praise of 
Apollo as the god of music, at the same time ( which is one 
of his principal functions ). The story consists of one to- 
0 ic : Apollo as 'shepherd at Admetus' house. This is the 
only song among our evidence, which narrates this legend ; 
for this topic see further A. -ii. -S. 399 and ties. fr. 54c 
* The song is examined by both, Haldane and Knoke. 
_ X56- 
The narrative starts in mediis rebus, it is not detailed, 
Al 
but it is pictiresque. It is a' play withinAplay ', not an 
actual hymn. Of the elements of a cult-song ( see above, p. 
22f, n. 6) we have the (PvaLs of the god and his gpYa With 
a prooemium and a hymnal end the song could be an indepen- 
dent narrative hymn in praise of Apollo. The Chorus pass to 
the narrative through an apostrophe-to the house of Admetus, 
plus xat : ae -COL xaC 6 IIvslos ... In the Epinikian odes 
when a myth is inserted, the transition is achieved in vari- 
ous ways. Similar to our example is P1.01.13.84, in which 
the transition to the myth is achieved by f toi, xa( 6 xapzc- 
p6 ... In our song we have the name of the god at the be- 
4inning of the narrative, with epithets (cf. also Hel. 1301, 
IT 1234 ). The narrative consists of a series of verbs in 
the past tense, with 86 . At the end we have an apostrophe 
to Apollo, in the second person ; for this change in the 
person in narratives see above, p. 231 . The narrative ends 
abruptly as far as the story is concerned ; in structure it 
does not end abruptly, as for instance some Dithyrambs of 
Bacchylides ( see above, p. 23f) : this is achieved here by 
the apostrophe to Phoebus at the end and the connection of 
the narrative with the rest of the song through To vY p" 
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Examination of the hymnal f ea- 
tur'es and other material 
The epithet ebVipac of Apollo is also found in Sapph. 
44.332, Limenius, 1.4, Ar. Thesm. 969, Eur. fr. 477 N2 (Liky- 
mnios ). For the motive at 11.580ff cf. Pi. Nem. 5.22ff, 
where the Muses dance to the music of Apollo's phorminx ; 
see further A. -H. -S. on Hom. h. 3.189, Fraenkel on A. AAc". 1630, 
Menander, p. 443, and L. 14eridier, Euripide et 1'orphisme, BAGB 
18 (1928),, -p. 28; cf. also Sim. 567, Eur. Bacch. 562ff, IA 1211, 
2 tr. ad. 129 N. For cO(ppovi, uoXitä cf. Hom. h. 3.184f : toto 66 
pbpuLyE / Xpuoeou vnb nXixzpou xavaxfiv 6XcL tuepbcaQav, and 
Hes. Scut. 202 : Zuepbev xL8dc. pt. c DL6c xaI AnzoOQ uLds " 
Vocabular y- Styl e_ 
Of the sacred vocabulary we find six words-: COX PaG, 
M Loc, vcLCELv, üuevatöus, Eü(ppovL, XalpowLThe diction is, 
poetical and picturesque. We find eight adjectives ; one of 
them is ornamental : vlýLxbucov . 'Yq)Lxdu(ov 6Xaiäv 
is a per- 
sonification. In vocabulary we observe the following : we 
have some epic words : xXi, -rx5c , ö6XULoc , öacpoLvbs º vqjCxoUoQr 
apupdv ; five words of which Euripides is our earliest wit- 
ness -: unXovbuns ( in SX. 660 we have ufXovöuos )' TtO Vlzns 
ßaALbs ( also in other Euripidean passages ), QUunoLuc1vouaL, 
1OLXLXb pLE ; three words are heavy compounds : unXovöuac, 
noLxLxbspLE, RpLxduOv . The article occurs 
twice ; we find 
one participle referring to the god (aup(Ccv ). The style 
of the narrative is elevated and it is rich in ornament. The 
phrases are not commonly short. The common hymnal stylistic 
techniques are found only to a limited extent. 
****** 
To sum up, the principal aim of this narrative is not 
praise of Apollo, though the 'ApezaXoyCQ is a praise of the 
_ý59_ 
god. The hymnal features are not many and the pattern of the, 
dL 
song is not hymnal, since it is c- 
"play within play in 
that aspect it is closer to the narratives inserted in the 
Epinikian odes. The narrative follows the usual techniques' 
of Euripides, and it is vivid and picturesque. Here, we main- 
ly have the description of a miracle. 
BACCHAE 88-104 
The first antistrophe of the parodos of the play deals 
with, the god's Yoval1; ( the parodos as a whole will be exa- 
mined in the third group of songs in this Chapter ). The pa- 
rodos is divided into. certain parts which deal with various 
items. This part is a myth of the first type of narrative 
( see above, p. 24), which speaks of the double birth of 
Dionysus and thus it belongs to the type of ycveaOoYLxdC 
üuvos . Other hymns among our evidence which speak 
of the 
birth myth of Dionysus are Hom: h. 1, 'Philodamus, O. h. 44. 
The myth starts with a relative clause, as it was com- 
mon in narrative hymns ( see above, p. 2VY ); the relative 
pronoun is followed by, the no-r, ( see above, p. 236 
). In 
the preceding refrain ( end of the first strophe ) we find 
the name, Yev0S , epithets and the 
haunt of the god ( the 
following relative pronoun refers to this part ). We have 
the same in the prooemia of the hymns of the first type : 
cf. Hom. h. 4( name, Yývos , haunts, epithets, and 
then : 
6v zexb MaXa ); Limenius ( name, epithets, and then : öv 
6TL. xze Aarr(h ); Philodamus ( name, epithets, and then : 
öv BAOaLs TtoT' ... ). The narrative, which 
deals with one 
Both Knoke and Haldane analyze the parodos as a whole. 
.. 26D- 
theme, 'is divided into three topics : Semele delivers the 
baby ( 11.88-93 ); Zeus receives the baby ( 11.94-98, tran- 
sition by 66 ); Zeus delivers the new god X 11.99-104, tran- 
sition by 6 ). Our song has not many common points with the 
other three hymns in which we have the birth myth of the god. 
Hom. h. 1.4ff speaks of two versions of his birth, which are 
united in our song. For xpunibv &(p'vHpaC cf. Hom. h. 1.7 : 
xpvntcov "Hpnv ( see further A. -H. -S., ad loc. ). For xepau- 
vCp nXnyqL cf. ÖLC TepnLxepaüv9' ( Hom. h. 1.4 ) and xepauvoü 
tavu68rLpa Ec. tXa ( P1.01.2.26 ). In Philodamus it is said 
that the god was born in Thebes. In O. h. 44 his mother is Se- 
mele. For ev W8 vwv XoXCat. s dLvdLyxatac. cf. O. h. 44.4 : ueYc- 
Xct 66Evag ; xaz& unp4 ... nspdvaLs recalls O. hs. 
48.2ff, 
52.3 ( unpozpc(pfi c ). Dionysus is also Taupbxepcc in O . h. 
52.2; on the animal forms of Dionysus see further above, on 
Bacch. 1017, p. 1V1. The birth myth is narrated in detail 
and alsoýto the end ; the narrative is not especially pi- 
cturesque. The myth does not end abruptly : at the end we 
have an aCtLov . The myth is inserted as a traditional 
motive of a cult hymn, since the parodos of the Bacchae is 
composed as a cult-song ( see also Dodds, p. 69 ). This anti- 
strophe could perfectly well belong to a pure narrative hymn, 
including the preceding refrain as a prooemium. We find he- 
re two of the elements of a cult song : thecpi of the 
god and his birth myth. 
In this short narrative the style is elevated to some 
extent : -we find some epic words ( &8ic, vnö'C, 9aXdUn, vuv- 
epeM), nepbvn, nXdxauoc ), some new words : X6XLoQ (twice; 
also in other Euripidean passages ), dxj3oXoc, Yaop6n6pws, 8npozp6(PoS 
( also in other Euripidean passages ); two heavy compounds: 
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find five adjectives ( none is ornamental ) and two metaphors 
( nzaµdvac. iLbs ßpovtäs - beEazo Oa., %61iatr. ). Of the sacred 
vocabulary we find the following words : 6Tcuev ( twice ), 
XLnoüoa, sebv . The article does not occur. We find two pär- 
ticfples referring to Semele and one referring to Zeus. The' 
phrases are not commonly short. The common hymnal stylistic 
techniques are found to a considerable extent ( if we also 
include the preceding refrain ). 
****** 
To sum up, this part of the parodos can also stand as 
an independent hymnal praise of Dionysus' : it celebrates 
the divine birth of the god, and, with an exception of the 
end, where there is no invocation of the god or a prayer 
( since it is not an independent song ), it repeats the 
traditional hymnal narrative songs to a considerable extent. 
BACCHAE 523-529 * 
In the strophe of the second stasimon ( examined in 
Chapter I ), the Chorus apostrophize Dirke, where Dionysus 
was born. His divine birth is narrated at this point and 
this is in contrast to Pentheus' ancestry ( cf. the anti - 
strophe ); on the other hand the Chorus associate Dionysus 
with Thebes. In the invocation of Dirke at the beginning of 
the strophe we have a mention of the god ( not by name, by 
a periphrasis, which also indicates his ytvoc : ML ßpLcpoc)" 
The narrative starts at 1.523 and it is introduced by &tE 
( see on IA 1036, p. 251). It starts in mediis rebus. There 
is only a glancing reference to the god's birth from Semele 
* Both Knoke and Haldane analyze the stasimon as a whole. 
0 
_. 1C3- 
in TEupbs eE 6i. ftvdLtou ... i prtace V LV. There follows a di- 
rect speech ( see above, pp. 24 f ). The narrative endswith 
direct speech, at the end of which we find an invocation of 
the god. 
' The'expression nupdc 6E 6&avdTou recalls Bacch. 
90ff : niau6vas ALds ßpovTdc - xepauvic nXTrj. , and 0. h. 
44.4 : nuppbpc aÖyf / &SavdLtou cpAxxocraa ALds The 
expression Vtnpri ýpnaac vLv recalls Bacch. 94ff : XoxCot. c... 
ö tto SaXdcuaLc... xazdc unpq) öe xalvt, as. The myth gives the 
popular etymology of the name ALevpaOoc .2 The narrative 
is not inserted for its own sake, it has a particular func- 
tion ( see above, p. $1 ). It is not detailed, nor does it 
come to the end ; the end of the myth is mentioned before 
the narrative starts ( cf. 11.521f ). The stasimon is not 
a cult song, so that the birth myth could form an essential 
part of it. The myth functions as an illustration of the 
association of the god with Thebes and also of his divine 
birth which is contrasted to Pentheus' earthy origin. In 
that the myth has the same function as the myths in the Epi- 
nikian odes of Pindar. ( see. above, p. ly4 ). The narrative 
is not picturesque. The diction is poor in ornament ( we 
find two adjectives only and one personification : nupbs 
65avaCiou ). The style is not elevated: we do not find new 
words and heavy compounds ; we find one epic word : vn6 c 
Of the sacred vocabulary we find three words : &OavdTou, 
COL, DdOi,.. The article occurs once ; we also find one ex- 
clamation. Hymnal features are rare in this short narrative. 
Here we have one of the elements of a cult song : the god's 
birth-myth. This part cannot stand as an independent nar- 
rative-hymn, not only because of iis" structure and its fun- 
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SURVEY 
From the analysis presented above, of the three narra- 
tive songs with a divine legend the following general obser- 
vations can be offered : 
1. In structure none of them is an actual hymn. They 
do not follow the patterns of the hymns of the first type 
of praise ( see above, pp. 2 f). They are close to the 
Dithyrambs of Bacchylides. 
1 
2. In content they are hymns, in the sense that they 
praise "a divine being. It is only IT 1234 whose principal 
aim is praise of the god ; the principal aim'of the remaining 
two songs is not praise of the divine being ; the myth fun- 
ctions as an illustration of a specific situation, and this 
is close to the use of myths by Pindar in his Epinikian odes. 
2 
3. The myth deals with one central theme ; this is dim 
vided into several topics. 'The narrative starts in mediis 
rebus in two of the examples ( Hel. 1301, IA 1036 ). It is 
narrated to the end in all of the three of the examples. 
4. The divine-beings eulogized are selected for their 
link with the heroes of the play. 
5. The topics narrated commonly do not repeat other 
similar songs, except to a limited extent. Yet, in phrasing 
and structure we find features which are common among our 
evidence ( both from hymnal and from lyric in general). 
6. Of the typical hymnal features we do not find many3 
( for instance attributes of the gods, their haunts ); in 
fact it is in IT 1234, which is an actual praise of the god, 
where we find such features. 
7. The epithets employed for the divine beings are 
commonly traditional epithets of theirs. 
-U6- 
8. Of the three elements of a cult-song ( see above, 
p., 22T n. 6) we have all three in IT 1234, which is an 
actual hymn as far as its purpose is concerned ; in Hel. 1301 
we have only one of them ( the büvauLc of the goddess ); 
in IA 1036. none of them occurs. 
9. The narrative is not very detailed, it is rather 
simple and it is picturesque. 
namentation is rich. 
4 
The style is elevated and or- 
10. The songs are uttered by the Chorus, consisting 
of. women. 
11. Two of them consist of a strophic pair : monostro- 
phic songs ( IT 1234 and IA 1036 - the epode is excluded - ). 
Hel. 1301 consists of two strophic pairs. 
5 
Yet, all of the three of the songs are solemn, as well 
as decorated. Although they have been considered as tußb- 
XLua, they are suitable to the context., 
Furthermore, we find in Euripides three examples of di- 
vine narrative which is inserted in a song and it is a 
4 
play withinAplay ", since the song as a whole does not deal 
with a divine narrative. Two of these examples ( Alc. 570 
and Bacch. 88 ) could stand as independent narrative songs, 
if we had a different introduction. In phrasing and structu- 
re we find some traditional hymnal features, though not ma- 
ny. In content Euripides does not seem to repeat any of 
the songs of our evidence. 
As has been remarked above ( see p. 288), Aeschylus and 
Sophocles do not offer any such example, not even a" play 







After the messenger's speech on the catastrophe of Hip- 
polytus, the Chorus, consisting of Troezenian ladies, sing 
the last stasimon, consisting of a single stanza, on the po- 
wer of Aphrodite; in their mind Hippolytus' catastrophe is 
obviously the effect of this power, from which none can esca- 
pe. In two other songs, examined in Chapter 11, Med. 627 and 
IA 543, the Chorus sing on the dangers of excessive love and 
on the destructive power of Love ( see further on Med. 627, 
p. 02 ). In both of them Aphrodite is connected with Love, 
as is the case in our song. 
' 
Our song is different in the- 
me from the above mentioned two Euripidean songs : here the 
Chorus celebrate the universal power of Aphrodite and Eros; 
in that it is close to Soph. Ant. 781, Trach. 497; cf. also 
Hom. h. 5.2-5, O. hs. 55.4ff, 58.5ff. 
Hymns on the nature and power of Aphrodite which have 
come down to us ( among our evidence ) are : Hom. h. 10, O. h. 
55; cf. also Eur. Med. 627 and IA 543, whose main aim, though, 
is prayer ( and thus examined in Chapter II ). Our hymn does 
not contain a prayer and in that it conforms to Menander's 
instructions ( cf. p. 337 ) for this type of hymn. 
Structure 
The hymn begins with a direct apostrophe to Aphrodite 
( see above, p. 227), introduced by the personal pronoun 
( on this see n. 1'. on Ion 452, with Norden, pp. 149,157ff; 
it is a common feature in the praise of a god ), and a sen- 
* Haldane only analyzes this song, as a hymn of a philoso- 
phical tone. 
.- 263- 
tence, which refers to thepower of the goddess; 
2 in this 
sentence'we find the name of the goddess, which is one of 
her common tncavuutat. . This sentence also applies. to E- 
ros, to whom they pass through a 6v U; this appears to be 
unique among our evidence. It recalls, though, a tradition 
nal form of eulogy , see Keyssner, p. 29, Norden,, p. 157, Pi. 
01.14.5. Eros is not mentioned by name, but by an epithet 
only; but the identification is not difficult. The central 
part of the hymn speaks of Eros, with whom Aphrodite is id- 
entified, in the 11 Er-Stil". Here we find his name and an- 
other two epithets of his. Hispaaer is expressed through a 
series of sentences. ( transition by U, twice ). At the 
end the Chorus apostrophize Aphrodite again and they turn 
to'the ". Du-Stil", with which they started. The end consists 
of one sentence, which praises the goddess, and we find the 
same t=vuuCaL of hers here, as at the beginning. Thus, 
the song takes a circular shape (see Introduction, p.; 
The invocation of the goddess at the end is a traditional 
feature of this type of hymn ( see above, p. 229 ), although 
the end is not ettirely traditional. The transition to the 
final invocation is achieved without a particle or by any 
other of the usual methods ( in the Orphic hymns, for insta- 
nce, the final invocation is introduced by dLXXd or a verb, 
such as cMü8L , 
eXst ; in the Homeric hymns we have the 
XatPE or xct aü u6v ... ). Generally, this song repeats 
the traditional patterns to some extent, although its the- 
me is not phrased with epithets, participles, relative clau- 
ses, but simply with a series of sentences and two apostro- 
phes to the goddess at the beginning and the end ; this is, 
though, a traditional hymnodic feature, as is also the per- 
-Uf- 
sonal pronoun in the apostrophe to Aphrodite. It is worth 
mentioning that no epithet is employed of the goddess ( a- 
part from ubva ), while three epithets are employed of Eros, 
which do not indicate his power. One of them is purely or- 
namental (Xpuaocpaljc )" 
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Examination of the hymnal fea- 
tures and other mater is1. 
For the power of Aphrodite over gods and men cf. also 
Soph. Ant. 788 and O. h. 58.3. The motive cpp6va Cxyc L ... c tP(. - 
3 
ßaXcv (bxuzdtcp niep4 recalls Sapph. 47 : "Epos 6'ez(vaEe 
uoL (ppevas, ()s äveuos xdLz BpoS öpvmv eunetcv, and The. 
1388 ; öauväLs 6'dLvOp6nwv nuxLvdLS pPdvas. "Axauniov pp6va 
has a parallel in Pi. Isth. 4.71b : týUX(iv ö'äxaunroc . The 
epithet nOL3LX6nTEpOC of Eros is employed for a single time 
here (the epithet is employed metaphorically by Pratinas Lyr. 
708.5: nOLKLXbnT£pOV u6Xoc). Eros as a 
winged figure appears in Anacr. 379 first. Cf. also Menander, 
p. 337 (Ttcpt tCiv (U0L3 iv ): (6 IIxd. -rov ) tv t4S OccC8p4) YdLp 
(P0QLoXoY&Sv ötL naioc tOTC zfr. tWxf 6 'EpcoC, &vanTEponoLEt 
afibv. L1.1272ff recall Soph. Ant. 782,785f, Hom. h. 5.4f. 
For eexYEL, "EpcoS as a traditional hymnal expression see 
Keyssner, p. 113. For uaLvouývq xapbC9C. cf. Soph. Ant. 789 : 
b ö' CXc»v 1L flNev ; in Anacr. 398 we read of the uavi. at, of 
Eros. The epithet nzavbs of Eros is also found in A. Gr. 12. 
23.3 and 12.113.1 ( Meleager ). xpuoo(paft is used of him 
only here. In Eur. Hec. 636 Helios is called XpuaoC= r. e 
This epithet is first employed by inc. Lesb. 23 : Xpuaocpdhnv 
eep(inat, vav 'Acppo&Ztac. The expression nzavbc XpuCOCPaft is 
an echo of Anacr. 379a : Xpuaocpahvvcwv , and b: nrcp6Yuwv ,,. 
napanetýaOw ( see further Gr. L. P. p. 305 ). In Ar. Av. 697 
we read : aTCXpwv vC)Tov ntepiyoLv xpuaaty ( I. e. Eros ). 
The expression ßaai. XnCöa tt. udcv is also found in 11.6.193. 
The motive auundvzcwv ... udva xp(XTÜVet. O has a close parallel 
in O. h. 58.8 ( to Eros ); cf. also O. hs. 64.8,68.11 and 
Soph. OT 903 (6 xp(iivvcwv) and E1.174 ( öc tcpop . ndvza x(i 
xpaztiveL ), of Zeus. What is said of Eros here, is said of 
-A ri - 
Aphrodite in Mag. h. 22, though with a different phrasing : 
&COepCa, xsovCa, XLvets 86 toy dLYvdv t4epov eCC av8p6v ýo- 
XdS ; cf. also Soph. fr. 855 N2 ( inc. fab. ). 
Vocabular y- Style 
Of the sacred vocabulary we find six words : OESv 
ip6ceL ( see on Pho. 676, p. TS ), tLuc1v udva ( see Keys- 
sner, ' pp. 35f ), avundLvzwv '( see Keyssner, pp. 31f ), xpaTVVcLC 
( see Keyssner, p. 54 ). The diction is poetical and pictu- 
resque ; we find six adjectives, two of which are ornamen- 
tal (sfjäxniov tXuupbv ). In vocabulary we observe the 
following : we find some epic words (wxvzazoC , noz6ouaL 
atsouaL I ßaaLmnts ); one word of which Euripides is our 
earliest witness : 66AXnto ( also in Ion 884 ); two words 
are heavy compounds : noLKLXdnxepog , xpuaocpaft 
( both epi- 
thets of Eros : bv(5uaza 8LnXä ). The article occurs twice., .I 
We find one participle (&uTLßaX6v ) referring to Eros. The 
style of this short hymn is not elevated; in ornament it is 
not very rich ; the diction, though, is picturesque. The 
common hymnal stylistic techniques are found to a small ex- 
tent ( see also above, p. 4ý ). 
*********** 
, To sum up, the song is mainly classed as hymn as far 
as its theme is concerned. In structure and style it follows 
the hymnal tradition to a small extent. In phrasing of the 
subject-theme, we notice a considerable number of echoes 
from our evidence. 
_M- 
BACCHAE 416-432 4 
Introduction 
In the first stasimon the Chorus sing " of the modera- 
to happiness of the life of quiet pleasure " and Dionysus 
is celebrated as the god of joy, of the pleasant, quiet 
laughter of the feast ( cf. M. Arthur, The choral odes of 
the Bacchae of Euripides, YC1S 22 ( 1972 ), p. 152 ). The 
last antistrophe speaks particularly of the nature of the 
god : he is the god of " abondance, de la joie, des festins, 
de la paix "( cf. the Commentary of J. Roux, ad loc. ). 
l 
For the association of Dionysus with Peace see the Commenta- 
nies of Dodds and Roux, ad loc.: this is not a new idea. 
Hymns on the nature or power of Dionysus which have 
come down to us are : O. hs. 30,45,46,47,50,52,53 and 
Ar. Thesm. 985. None of these songs deals with the same the- 
me as our song. Certain epithets, though, employed of Dio- 
nysus in the Orphic hymns recall the theme of our song. As. 
Winnington-Ingram says ( Euripides and Dionysus, p. 66 ): 
" the function of this ode is to present and to render attra- 
ctive with the grace of lyric poetry one aspect of Dionysiac 
religion, namely, its joyous peace ". 
-Structure f 
The hymn does not open with a prooemium ( this is also 
due to the fact that it is a part of a stasimon ); there is 
wo 
also4invocation of the god at the beginning. The praise 
is in the " Er-Stil". The whole song consists of a series 
of sentences ( transition commonly by be ). The nature of 
the god is not described in the traditional manner, with 
41 The whole stasimon is analyzed by Haldane only. 
. 2T3- 
epithets, participles, relative clauses ( see above, p. 219). 
Nor does the song close in the traditional way ( see above, 
p. -2U7 )'. At the'end we find a statement of the Chorus 
( 11.430-32 ). Thus, in structure the song does not repeat 
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Examination of the hymnal f ea- 
tures and other material. 
Dionysus is not mentioned by name but'by his patrony- 
mit and the noun 6aCUa)v ; in the preceding part of the sta- 
simon he has, been mentioned by name twice. Dionysus is call- 
ed baCu)V another two times in this stasimon ( 11.377,413); 
in the parodos he is called. 8Eds thrice (11.84,100,157 ). 
Apparently there is no difference in the meaning of these 
two words. 
2 The expression XatpeL 9aXtaLaLv recalls a tra- 
* ditional hymnal feature ( see on IA 1521, p. L'I L, with 
Keyssner, p. 132); cf. also O. hs. 14.6,17.8,55.8. The noun 
naUs is common of Dionysus: cf. P1.01.2.27, Ar. Thesm. 990. 
The nature of the god as described here with a series of 
sentences, recalls some epithets of Dionysus which are found 
in the Orphic hymns : 1E8v tnc ( O. h. 47.1 rcäai, v 
16cPP )v 
O. h. 50.8 ), cpep6xapnos eüxapnos ( O. h. 50 ßoipvocpbpos ), 
( O. h. 30.5 ). The word e ctcv belongs to the sacred voca- 
bulary ( cf. Keyssner, pp. 132f ). The epithet uoupozp6yoC 
of Eirene is also found in Hes. 0p. 228, O. hs. 12.8,19.22. 
The epithet 6Xßo56rc pa is employed of her here only and 
it recalls her epithet nXouto66tCLpa( lyr. ad. 1021 ); cf. 
also Bacchyl. Paean 4.61. In O. h. 60.7 6Xßo66tCLpaL is em- 
ployed of the Charites, in O. h. 27.9 we have 6Xßo86tLv (of 
the Mother of the gods ). 
Vocabu1ar y- Style 
Of the sacred vocabulary we find eight words : SaCumv, 
naCC, xaCpCL, bAßoöbzeLpav, xoupoipacpov, 8edv, ÖX Lov, eOaC- 
C)va. The diction is not poetical and picturesque. We find 
four adjectives ( none is ornamental ). In vocabulary we 
only observe the. use of some epic words ( &aXta, xouporpd- 
-- t, r5- 
(pos, npantQ, (pts ). We find two heavy compounds, which are 
epithets of Eirene ( bvduaza 8LnX6 ): 6Xßo66zeLpa, xoupo- 
tp6pov. The article occurs six times. The style is not ele- 
vated and in ornament it is poor. The common hymnal styli- 
stic techniques are not found. 
********** 
To sum up, this song is not a hymn in phrasing and 
structure. It is classed as hymn as far as its content is 
concerned. We can hardly find hymnal features or echoes 
from our evidence. 
BACCHAE 370-385 
The first stasimon opens with a hymnal invocation of 
Hosia and a rhetorical question to her, in which the Chorus 
denounce the üßpL9 of Pentheus ; here they seize the occa- 
sion to eulogize Dionysus and sing-on his nature and powers. 
This praise is a' play withinAplay '. Dionysus is descri- 
CL 
bed as the god of joy - of joy through wine and feast and 
music ( cf. Winnington-Ingram, op. cit., p. 61 ). Again, none 
of the hymns which deal with the nature of the god has the 
same theme as our song ( see above, p. 2 T2 ). Certain epi- 
thets, though, found in those hymns, recall the theme of our 
song. 
At the end of the invocation of Hosia we find the na- 
me of the god ( one of his 6ncavvuCQL ), followed by his 
patronymic ( on his mother's side ); a phrase with epithets 
4 Haldand in her analysis of the whole stasimon remarks 
that 11.375-85 " take the form of a eulogy in the relative 
style praising Dionysus in the aspect in which he has been 
despised ". 
.. 2 iC- 
and a relative clause come next; these are followed by three 
infinitives, which have the function of epithets or parti- 
ciples or telative clauses : they express the god! s powers. 
The song closes with two temporal clauses, without the ty- 
pical concluding part ( see above, p. 227 ). This abrupt 
end is due to the fact that it is a part of a stasimon and 
a' 
also a' play within'iplay ', not an actual hymn. Neverthe- 
less, we find a considerable amount of traditional features 
in structure ( see above); Dionysus is called bat- e 
: 'uC)v ( on this see above, p. 9. g ) npStos uaxdLpcv : this is 
a traditional form, see Keyssner, pp. 11f ;a somehow simi- 
lar form is the xctXXCata uacxdpcuv : on this see on Eur. Kresph. 
fr. 453, p. 334 . Cf. also Winnington-Ingram, op. cit., p. 
61, 
n. 3 :" note the emphasis on udxapss , 
eco and Dionysus's 
part with them ". The epithet xa0La. LQttcpavos is borrowed 
from Hom.. h. 2.251; 295 ( it is employed of Demeter ); in 
Tyrt. 2 it is employed of Hera. The adjective xLQao(Pdpos 
of &LXCaL recalls a common epithet of the god: cf. Pi. 01. 
2.27, Ar. Thesm. 988. The nature and powers of the god des- 
cribed in this song with-certain sentences or other expres- 
sions recall some of his traditional epithets : cf. ßaxx6- 
xopoc ( O. hs. 57.3,75.1 ), äyfza xwuwv ( O. h. 52.7 Xo- 
pois Zepnduevoc ( Ar. Thesm. 992 ), (pi. Xo%opcutTc ( lyr. ad. 992, 
Ar. Ran. 404 noXuyriO ( Hes. O, p. 614, Pi. fr. 153, O. hs. 
44.3,75.1 uc3u86rii ( O. h. 47.1 ), XucLuepLuvos (anon. 
h. in Ba. 12 Abel ), X ai. oc ( O. h. 50.2 ). 
Of the sacred vocabulary we find eight words : xaXXL- 
QTE(pÖ. VOLC, öaCuova, np&TOV, uaxcpcv, 9LaaC6CLV, Xopo%, 3c- 
&v, xLaaopdpoi.. In the diction there is some ornament, 
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two-personifications ( xaXXLatecpcvoLC EGppoa6vaLC inLaao- 
cpbpoLc" " . 6LucQLpdMXXn) . In vocabulary we 
find one word of which 
Euripides is our earliest witness : BLaaeüsLV ( also in Ion 
1 552 ); some epic words : xaXXLazegavos ºeb(Ppoaüvn ºsaXLa , 
öaCs. We also find two heavy compounds : xaXXLa-r6pavos 
3Laaogq6pos . The article occurs three times. The style is 
not elevated and in ornament it is poor. The common hymnal 
stylistic techniques are found to a small extent. 
********* 
Yet, as a sons of the second type of praise, it follows 
the traditional patterns in phrasing of its theme to some 
extent ( epithets, a relative clause ). For its structure, 
which is not traditional, seeýT. above, p. 259 . Although it 
is short and it is not an actual hymn, we find some hymnal 
features and echoes from our evidence. 
SURVEY 
From the analysis presented above of the two PUQLXO 
üuvoL of Euripides the following general observations can 
be offered : 
1. In structure, one of them ( Hipp. ) follows the 
tradition to a small extent, while the second one ( Bacch. 
416 ) does not follow it. 
2. In content they are hymns : they speak of the na- 
ture and power of the god. Their principal aim is praise 
of the god and they do not contain any prayer. 
3. The divine beings eulogized are selected for the 
role they hold in the play. 
4. In Hipp. 1268 the topics which the Chorus sing are 
borrowed from the tradition ; this also happens in Bacch. 
-M- 
416, but not in a direct way. Thus, in Hipp. 1268 we find 
many echoes from our evidence, while in Bacch. 416 the echoes 
are not seen 'prima facie'. 
5. Of the typical hymnal features we do not find many. 
6. The epithets employed of the divine boings are not 
commonly traditional epithets of theirs ; they show, though, 
their traditional functions and attributes. 
7. Both of the songs are short and consist of one sta- 
nza ("astrophic") ;, Hipp. 1268 is an astrophic stasimon, 
Bacch. 416 is the last antistrophe of a stäsimon. 
8. They are uttered by the Chorus, consisting of women. 
9. One of, them is decorated ( Hipp. ), the other is 
not. 
10. One of them only sounds like a solemn hymn ( Hipp. ). 
Both of them have a philosophical character and perhaps this 
is the reason why they are not constructed like typical hymns. 
Furthermore we have a song of this type which is a 'play 
a 
withinAplay'. This song is closer than the other two to the 
traditional patterns. 
As a final observation we shall remark that the pu0Lx6s 
Üuvos to a god is not a favourite type of Euripides. 
PATTERNS OF OYEIKOI YMNOI 
IN AESCHYLUS AND SOPHOCLES 
In the seven Aeschylean plays we find three CpUQLxoC 
üuvot, Sß. 86-111, Aq. 160-83, Eum. 950-55*. Suppl. 86 
* Haldäne"examines all these passages and so does Knoke, ex- 
cept for Eum.. 9.50. or the hymn in Abc . 
160 cf_also . E: 
Fraenkel, 
Der Zeus-hymnusim Agamemnon des Aischylos, Philol. 86 
(1931)1-17 and W. Kranz, Zwei Lieder des"Agamemnon", Hermes 54 
(1919) 301-320. 
-290- 
consists of two strophic pairs, the fourth and fifth of the 
parodos; A . 160 consists of the second strophic pair of the 
parodos plus the third strophe ("triadic"); Eum. 950 is a 
short "astrophic". Suppl. 86 is sung by the Chorus consisting 
of maidens; it eulogizes Zeus. Ag. 160 is sung by the Chorus, 
consisting of old citizens; it eulogizes Zeus. Eum. 950 is 
sung by Athena, one of the heroes of the play; it eulogizes 
the Erinyes. 1 
In structure they do not follow the traditional patterns 
"( see above, p. III ). In none of them do we find an invo- 
cation of the god at the beginning or at the end. We find, 
though, the name of the god at the beginning in all of them. 
The praise is in the " Er-Stil". In Suppl. 86 we have an in- 
troductory line ( the first one ); it concludes with a pra- 
yer ( on this see above, p. 22; ). The beginnipg of Ac2.160 
-functions as an invocation : on this and the traditional 
forms we find in it see the Commentary of Fraenkel ad loc. 
and Monolog, p. 115, n. 1. Eum. 950 starts with its subject- 
matter. 
In content they are actual hymns : they speak of the 
power and essence of the god, and their principal aim is 
praise. All of them have a philosophical character ( espe- 
cially the two hymns to Zeus which are purely philosophical). 
The divine beings eulogized are selected for a speci- 
fic reason : Zeus in Suppl. 86., because he is the almighty, 
to whom they have already prayed ( this hymn also concludes 
with a new prayer to him ). In Ag. 160 he is again selected 
as the almighty; as Fraenkel remarks in his Commentary (p. 
113 )" what happened to Agamemnon is an example illustra- 
ting the sovereign power of Zeus over men ". The Erinyes 
are naturally praised by Athena after the reconciliation 
_ IV- 
scene. 
The subject-matter is not phrased in the traditional 
way ( see above, p. 2fl ). In Suppl: 86 and L2.160 it is phra- 
sed with a series of sentences, the transition being common- 
ly achieved by the particle 66 . 
Epithets of the gods are not employed ; we find one e- 
pithet of the Erinyes, ndzvLa , which comes from the common 
religious stock, though not traditional of theirs ;, in Ag. 
160 none epithet is, employed, since it is said of him : öazLC 
.. 
noz'6crCv ; we find, though, two participles referring to 
him : böcxrtvia , Otvia ( they indicate his Ep-a and his 
lordship ). In Eum. 950 we find again one participle ( nap-- 
xouaat, ). 
Typical hymnal features are-rare : in Suppl. we do not 
find any, not even sacred vocabulary ( except for C6 600w º 
&yvrov ); in Aß. 160 we have the beginning, two participles 
and a few sacred words ; still, it does not sound like a 
sacred song. In Eum. we find two sacred words ( nozvLa r 
dLOavdLzoLs ) and the expression ueya Ycip öüvazaL ( on this 
see KnoKe, p. 15, Keyssner, p. 48 ). 
The theme of Suppl. 86 and Ag. 160 is not treated by any 
other poet ( (puQi. xoC üjtvoL to Zeus which have come down to 
us are O. hs. 15, (19), 20 ). Even the specific topics sung 
in these two songs do not recall epithets of Zeus or other 
material from our evidence, with an exception of the epithet 
TEXccRpopos (cf. Hom. h. 23 ) which recalls Suppl. 92 ( for 
the conception of Zeus in Aeschylus see H. Lloyd-Jones, Zeus 
in Aeschylus, JHS (1956) 55-67 ). On the other hand, in 
the two cpuaLxoC üuvoL to the Erinyes we possess ( O. hs. 69, 
70 ), we find one of their aspects as treated in Eum. 950 : 
t 
xg^r 
the chthonian and that of the revenge : cf. O. h. 69.8,70.5, 
though phrased in a different manner. 
The style is not elevated in any of the three of them. 
Sup i. and Ag. are, instead, decorated songs : we find many 
metaphors and a. considerable number of adjectives ; this 
does not apply to Eum. 
To sum up, the three Aeschylean quGLxoC üuvoL are far 
from the traditional patterns as far as their structure, 
phrasing and hymnal features are concerned. Thus they do 
not sound like solemn hymns, but rather like philosophical 
reflections. In fact they are not independent songs, but 
two of them are parts of the parodos, and the third (Eum. ) 
is inserted in the song of the Erinyes themselves. 
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Turning now to Sophocles, we find two (puQLuot üuvoL 
in his plays : Ant. 604-14 and Trach. 497-530 
*. The former is 
the second'strophe of the second stasimon ("astrophic"), the 
latter is the second stasimon of the play consisting of a 
triad ("triadic"). Both of them are sung by the Chorus con- 
sisting of old citizens in Ant. and of Trachinian maidens 
in Trach. Zeus is eulogized in Ant., Aphrodite in Trach. 
In structure, one of them ( Ant. ) follows the tradition 
to a small extent. Trach. does not follow it. Ant. --btarts 
with an invocation of Zeus in'-the second person. Trach. is 
in the " Er-Stil", but we find the name of the goddess at 
the beginning . In both the subject-matter is stated at 
the 
beginning by nouns : öüvaOLV ( Ant. ) , o8evoc vCxac 
(Trach. ) . 
The phrasing of the theme is close to the traditional manner 
in Ant. : we find one relative clause, epithets. The song 
concludes with a statement. In Trach. the phrasing of the 
theme is far from the traditional manner- : the Chorus speak 
with examples, in narrative style ( they speak of the "res 
gestae" of the goddess, which illustrate her power )2; a si- 
milar example is Eur. Hipp. 525. At the end we do not find a- 
ny invocation of the goddess. 
In content they are hymns : Ant. speaks of the eternal 
power of Zeus, Trach. of the power and the dpya"of Aphrodite. 
We do not find a philosophical character as in the WUOLxOC 
OUVOL of Euripides and Aeschylus. 
For the selection of the divine beings praised Kamer- 
beek ( in his Commentary on Antigone ) remarks :" The Cho- 
rus sing of Zeus's eternal omnipotence in constrast with 
mortal delusion, blindness and ruin "( which is the theme 
of the stasimon ); for Aphrodite in Trach. Jebb ( in his 
-* Both Haldane and Knoke analyze Ant. 604 only. 
JJi 
ý' 
-- ý 85- 
Commentary ) remarks In the scene which has just ended 
testimony has been borne to the omnipotence of Love (441ff)". 
Epithets of the gods are employed, but not to a great 
extent : in Ant. we find two, which are employed for a single 
time of Zeus : öuvc. Qtas ( which recalls his epithets x6PLOC 
rcäv'r(zv , xpatüvcav ' &pXb &rcdLviwv , see Bruchmann ), and 
&Yi'1Pwc .' In Trach. we find one epithet of Aphrodite, eüXc- 
xzpoC, which is also found in A. Gr. 5.245 ; and a few epi- 
thets of other gods mentioned in the song : CvvuXOC of Ha- 
des ( for a single time of him ) , 'rL, vdLx-rcap yc ctc of Posei- 
don ( which recalls his stock epithets aeLQC)CS(Dv, 6vvoaC- 
YaLOC and the like ); Heracles is called natS Ai. bs ; of 
Deianeira he uses the epithets COC)n , &ßpd, , ndpz i. c- 
Typical hymnal features are few : in Ant. we have a re- 
lative clause, epithets, Zeus' haunt ; sacred vocabulary 
does not occur. In Trach. we find a few epithets only and 
a few sacred words : det , 
seav 
, natC , 
ubva 
The theme of Ant. 604 is not treated by any other poet, 
but it recalls some. of Zeus' common epithets, to sore extent 
( see above). The same applies to Trach. 497 : the 
central theme recalls Aphrodite's stock epithets : for dLnck- 
zaoev cf. her epithets 66XLoC , öoXLd(ppc)v , 
öoXonXdxoC 
and the like ; for her oUvoC v ZxaC cf. Ma . h. 22.2 : 6, - 
8(i11aaT0Q; see also above, p. I TO 
The style is elevated to a small extent in Ant. ( we 
find two hapax leg., navioyApwC and uap apacLc , and two 
heavy compounds ). It is not especially decorated. In 
Trach. the style is elevated to a great extent ( it is not 
a short song, as is Ant. ) : we find eight hapax leg. ( TL- 
vtixzc)p, nciuTEXnxzoc, TtayxbvLtoC, `pa0öovout, 'S, dLVdLui. Yda, 6Lu(PC- 
"M 
286r 
TL?, LxTos, 6X6c Ls, cCu(pLve IxnToC ) and seven heavy, compounds; 
in ornament it is not poor : we find nine adjectives of 
which one is ornamental ( ne. XCvtova ) 
To sum up, the two Sophoclean cpuoLxoi, öuvoL , though 
not generally following the traditional patterns, contain 
some traditional features ( mainly Ant. ). They lack a philo- 
sophical character . Yet, they do not sound like solemn 
hymns. Lastly, we find a few echoes from our evidence (main- 
ly in Trach. ; see also the Commentaries of Jebb and Kamer- 
beek ). 
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After Aphrodite's prologue, in which she speaks of Hip- 
polytus' devotion to Artemis, the hero enters with a group 
of hunters; at the end of her prologue Aphrodite says : xC)- 
uos XEXaxev, "Apzeµ. Lv tip. 8v/ üuvoLaLV. The group 
sing a song to Artemis, as they are approaching her statue. 
to offer a crown of flowers. The song is followed by an 
" actio sacra "( 11.73 ff ). In their song'the group 
greet Artemis and eulogize her with epithets, showing thus 
their devotion to her. The song has no specific theme; it 
simply leads to the following " actio sacra ". In character 
the song is a prosodion: it functions as the introductory 
part to the following " actio sacra "( see Smyth, xxxiii ), 
and we know that prosodia were commonly sung at the festivals 
of Delos and Delphi ( Apollo and Artemis claimed most of the 
prosodia proper, cf. Smyth, loc. cit. ). The occasion here 
is not a public religious event, in which case the prosodi- 
on proper could be sung, and our song is short. 
We possess a considerable number of hymns to Artemis 
of this type of praise : Hom. h. 9, Anacr. 348, Carm. Conv. 886 
( Artemis and Apollo) and Ar. Thesm. 107 ( 114-119 ); cf. 
also Soph. Trach. 205 ( Artemis and Apollo ) andýEur. IT 123. 
What is striking in our song is that there is no mention of 
her function as goddess of hunting. The accumulation of e- 
pithets, though, shows exactly what Aphrodite said of Hippo- 
It is examined by both Haldane ( as a hymn of an unortho- 




lytus in the prologue :( 'Aptc tLV ) TLw., LCY LQTfV 6aLj16- 
vwv fiYoüuevoc ( 1.16 ). 
Structure 
The song starts with an exhortation to praise by Hippo- 
lytus ( the " leader ") addressing the " chorus ": we have 
the same in cult-hymns: cf. Isyllus, Paean Erythraeus; cf. 
also Ar. Thesm. 114, Ran. 384 and Eur. Bacch. 153. The "chorus" 
then start to sing in honour of Artemis. Their song starts 
with an invocation of the goddess ( see above, p. 2f 9) and 
a greeting : this is also a feature found in cult-hymns : cf. 
Hymnus Curetum, Alcaeus 308 b, Ar. Thesm. 111; ( in the Home- 
ric hymns we find the )(atpe at the end ); for the Xatpe mo- 
tive in hymns see Keyssner, p. 132. The invocation consists 
of epithets and'her patronymic; her name is found in a se- 
cond invocation, following the greeting; this invocation 
consists of the mention of her parents, epithets, a relati- 
ve clause expressing her principal haunt: it is a full sca- 
le hymnal invocation which glorifies and flatters the god- 
dess; this is also the theme of the song. At the end we ha- 
ve a salutation and a new invocation of the goddess with e- 
pithets ( see above, p. 230 ). Thus the song conforms to 
the traditional patterns of this type of praise ( see above, 
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Examination of the hymnal f ea- 
tures and other material. 
The first line by Hippolytus reminds us of Ar. Ach. 1231. 
The verb ctetöcLv occurs in the exhortation to praise in I- 
syllus, Paean Erythraeus, Ar. Thesm. 114. In all these exam- 
pies the praise is directly connected with the exhortation. 
In our song it is independent, asiis also in Ar. Ran. 386. For 
the expression ueX61iea8a cf. *A. Sept. 177 : uaXcaU O tepwv 
of cv/+ ueXduevoL ö'ctp1Eaze +. The epithet o)pavta of 
Artemis is employed of her here only and in Mag. h. 20.35. It 
is a common epithet of Aphrodite ( see Bruchmann ); on this 
see further the Commentary'of Wilamowitz, ad loc. The epi- 
thets ndzvLa and ocUvfi come from the common religious stock. 
The former is a common epithet of Artemis in Homer; cf. also 
O. h. 36.11. For the latter see on Ion 452, p. 42 . Notice 
also the superlative : ac. ozd. za . For the expressions of o- 
rigin employed in our song, see on Ion 452, p. 4i and Pho. 
676, p. pc . KcAXi, ara is a common epithet of Artemis : see 
further the Commentaries of Barrett and Wecklein, ad loc. 
For Ttaps6voc of Artemis see on on 452, p. Expres- 
sions such as i cXXtcta ttoXt rcap96vwv, xaU c7tci -r8V xat, * '0- 
Xuunov are common among our evidence : see on Kres h. fr. 
453, p. 33Jj . The haunt of the goddess is phrased in a tra- 
ditional manner :a relative clause and the verb Vc CLV : 
see on Hel. 1495, p. 66 . For oOpavds as her haunt see on 
Hel. 1495, p. 65 . For the picture of her haunt see on I- 
on 452, p. yi . 
Voca bnu 1ary -Sty 1e 
Of the sacred vocabulary we find ten words : dLeIöovzeC, 
1 
ý7ý- 
oüpavCav, nbtvLa (twice ), aeuvoic1ia,, y vcOXov, Xatpe (three 
times) xbpa, xaXXCaza (threetimes'ýnapUv)v, vaCCLC. 
Thq'diction is picturesque. Apart from the accumulation 
of epithets-of Attemis we also find three adjectives. In vo- 
cabulary we only observe the use of epic words : ueXouaL. º 
vaIcA), EGnaiepeLa, noXvxpuaoc ; we also find one heavy come 
pound (noXvXpuoov ). The article occurs twice. We have 
an anadiplosis thrice and two exclamations. We find a con- 
siderable number of traditional hymnal stylistic features, 
" though it'is a short song. The style is not elevated and 
in ornament is not especially rich. - 
****** 
To sum up, the short song sounds like a solemn hymn, 
which shows the devotion of the singers to the goddess: for 
them she is a great goddess among the Olympians ( cf. also 
1.16 ); this is indicated by the selection of the epithets 
and the mention of her seat in-Olympus. The song contains 
many traditional hymnal features in vocabulary, style and 
structure, because of its particular function. I do-not ag- 
ree with Haldane who takes it as a hymn of an unorthodox 
manner in content; as she says oUpavta is an epithet of 
Aphrodite and the seat of a god in the oOpavdc is mainly 
said of Aphrodite and Zeus ( on this see on Hel. 1495, p. 
65 
and also above, p. 291 ; for the epithet oGpavZa and its 
broad use see the Commentary of Wilamowitz, ad loc. ). 
IPHIGENIA TAVRICA 123-36 It 
Int ro du6tion 
* This is not examined either by Knoke or by Haldane. 
. 213- 
The Chorus enter the orchestra sent for by Iphigenia. As 
they approach the temple they sing a short song of devotion 
to the goddess; it is the beginning of the parodos. In cha- 
racter it is a prosodion ( see also above, p.. 288 and Dodds 
on Bacch. 68-70 ; this is suggested by the prelude, which 
indicates a ritual act : in this case it is the offering, of 
the 
XoaC, cf. 11.61ff; for expression Ttdga neunw see the Comme- 
ntary of England, ad loc. 
). 
For hymns of this type to Artemis see above, p.. 299 
The'Chorus consist of women devoted to the goddess; thus it 
is natural for them to address the goddess as they approach 
her temple, and to show their devotion. 
Structure 
At the beginning we have a prelude ( addressed to the 
audience ) for Ev(pnuCa 
1; 
cf. I1.9.171, Bacch. parodos (69f), 
Ar-. Thesm. 39. At, this point the Chorus invoke the goddess 
with her patronymic, an 6ncilvu c and an epithet. Then they 
describe the temple of the goddess to which they are approach- 
ing ( for such an exQpaat, S cf. Menander, p. 445 ), and al- 
so their procession '( for such a description cf. Hymnus Cu- 
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Examination of thehymnalfe a- 
turesandothermaterial. 
In the address to the audience we find the sacred par- 
ticiple \)c OVTCC . Artemis is not 
her 6nWvuuUL ACRiuvva ( see on 
and the Commentary of England ad 1, 
PEla 'is employed of Artemis for a 
epithet of Demeter - Kybele - Rhea 
invoked by name but by 
Eur. Kretes fr. 5.4, p. 1.6 
Dc. ). The epithet 06- 
single time ( it is an 
). The epithet recalls 
Hom. h. 27.4 xa-r'6pn ... ) O. h. 36.10 ( 
f xat6XcLS 6Pecv 
öpuuovs ), and Mag. h. 20.35 ( bp(e>i. nXave ). For Xcpzcav e6- 
86v8pcav cf. . ii.. 01.8.9 : co8cvbpov dAaos. 
Vocabular y- Style 
Of the sacred vocabulary we find seven words : e6cpa- 
usrze, vc ovzec, nar, oibpeia, va v, öaLos (twice), n6111"O" 
The diction is decorated. We find ten adjectives ( one is 
ornamental :c6 vöpcv ). We also have a personification 
in the prelude ( Si. addQ auyxwpoüaas nýzpaC ). Notice also 
the use of e6- compounds :e aT6Xcv, e Unnou, Ecibevopcv. 
In vocabulary we observe the following : we find some epic 
words : SpLyx6c , nap36vcgg , eOLnnoc , XoPTOS : 
two 
words of which' Euripides is our earliest quotation : edQZU- 
XoS 
, XPuanjPnC ( also in Ion 157 ). The article occurs 
once. We Also find one exclamation ( another exclamation 
is found in the prelude ). The common hymnal stylistic 
techniques are found to a limited extend. Though it is, 
short, its style is elevated to a small extent and in orna- 
ment it is rich. 
****** 
To sum up, the short song with the prelude sounds li- 
ke a solemn address to the goddess rather, than like a 
-z7b- 
0 
hymn. It is classed into the 
se because of the employment 
its function : the song shows 
0 
the Chorus to their goddess. 
patterns to some extent. 
third group of hymns of prai- 
of certain hymnal features and 
the devotion and respect of 
It follows the traditional 
ION 112-153 (+ 181-83 ) 
Introduction 
After Hermes' prologue Ion . enters describing the sac- 
red seat of Apollo and his service. Then, he starts a mo- 
nody which accompanies his service at the temple, as if it 
were an " actio sacra "; and indeed, it is for him ( cf. 1. 
134 ': exx)äcuou rcbvous ). Verrall nightly remarks that 
Son here "exhibits his simple piety and content". In the 
song we find the paean-refrain twice ( at the end of the 
strophe and the antistrophe ). The similarities in vocabu- 
lary between this refrain and the refrain in Philodamus, 
and also the prayer in Soph. Phil, 827, suggest, according 
to Fairbanks ( of. p. 30. ), a familiar prayer-hymn with 
paean-refrain. In form and purpose the song is a paean : it 
is addressed to Apollo, the paean-refrain is employed, and 
Ion wants to glorify Apollo. Fairbanks includes it in the 
list of the paeans as used in the worship at-Delphi; in RE 
18.2, s. v. Paian, 2351, the song is quoted as evidence for 
non choral paeans at Delphi. In fact, for Ion, it is a 
worship-paean, though not public : his service is an "actio 
sacral l. 
* Both Haldane and Knoke examine it briefly. Haldane clas- 
ses it in the hymns of prayer ( as a paean )., 
12 9. r- 
Hymns of this type of praise to Apollo are : Hom. hs. 
21,25, Paean Erythraeus, 'Paean Delphicus 1, Aristonoos 1, 
Carm. Pop. 886, Ar. Thesm. 107, Soph. Trach. 205. The paean-re- 
frain is also found in Greek Tragedy in Soph. Trach. 221 
( hymn to Apollo and Artemis ) and OT 1097, where it is em- 
ployed as an AMEN. Our song has a purely personal tone; a 
similar example from our evidence is Sapph. 1. It is a song 
accompanying a work ( as are some Carmina popularia, e. g. 
i 
849 PMG ), to which a refrain of the-official worship is 
inserted. In Carm. Pop. 858 we also find the paean-refrain. 
Structure 
The song starts with a hymnal apostrophe to the sacred 
laurel, with which he sweeps the temple, in order to start 
his service : this recalls the apostrophes to the Muses in 
the hymnal prooemia, to sing the song : cf. in particular 
Limenius and Plato, Phaedr. 237a, where we also find the 
verb &Yc1, V ( dyeTE .) 
and which is a kletic formula, accor- 
ding to Menander ( p. 334 ). At the end of the strophe Ion 
describes his service, as in some other hymns the chorus 
describe their act of worship ( cf. Hymnus Curetum, 11.7- 
10 ). There follows the refrain, addressed to the god as 
Paean. The refrain is a prayer for the god, by which Ion 
mainly shows his devotion ( on this see the Commentaries 
of Wilamowitz and Paley, ad loc. ). Such a refrain-prayer 
( referr, tng to the god ) is unique among our evidence. Per- 
haps it is an innovation. In the antistrophe Ion apostro- 
phizes the god by his 6n vuUQ Oorßoc and speaks of his 
joy in the god's service, whom he eulogizes as his patron. 
This is followed by the refrain. What follows is the des- 
cription of the next job at the service, which ends with 
2 ? 7- 
a wish never to cease being at the god's service, or, to 
change it with a good fate ( and actually his prayer is an- 
swered by the high destiny that awaits him in Athens, as 
Owen remarks ). The song is interrupted by the appearance 
of some birds, which Ion apostrophizes ( 11.154-180 ). The 
song to Apollo is taken up again at the end of, the monody, 
which is a promise of Ion to be at the god's service per 
life. It is worth mentioning that, apart from the refrain, 
the god is not addressed under a specific function ( no e- 
pithet is employed. of him'). Ion addresses him as his pat- 
ron and the theme of the song is not praise of the god but 
eulogy, in the sense of exhibition of piety. 
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Examination of the hymnal fea- 
tures and other mate ria. l. 
In the invocation of the sacred laurel we find some 
'hymnal features'%: two exclamations, epithets ( one comes 
from the sacred vocabulary : xaXXCQtas ), two relative 
clauses. For bpbaoL -ryyoua'tepct cf. Carm. Conv. 917c. 5: 
t yEav 'AxeXd)Lou öp&QOL . The prayer in the paean-refrain 
recalls, to a small extent, Ar. Thesm., 129 : xatp'öXDLc nat 
Aazoüs. For the adjective eüö wv in the prayer see further 
Keyssner, pp. 132 ff. ECcpc ouc ndvous has a parallel in 
Bacch. 66f : ndvov f8iv / xauazdv t'e6xduatov . Apollo is 
called yev6vop natfi p3 for a single time : cf. A. Suppl. 




first employed by Korinna ( 654 iii 38 ) . EC XpYi5 
and c(XoyCa are employed of the praise ; in Pi.. Nem. 4.5 












1ar y- Sty 
ad vocabulary we 
vats ( twice ), 
( twice ) ', 
. Hats 
öoi. os, atet, L6 
1e 
find'thirteen words : xa-k- 
dCSckvatoc ( twice t epac 
( twice ), -Lu&iv, 6ü p ouc, 
XoyC). The diction is deco- 
rated and picturesque : we find many adjectives ( nineteen), 
one personification xAnwv tE 6L9avdLT(Ov ), two metaphors 
( tXtou nz6puYL 904 , ßdoxovia' ). In vocabulary we ob- 
serve the following : we find four words of which Euripides 
is our earliest witness : venOaXAC, npon6Xev1ia, txnpoLfUL, 
txnavc ; some epic words :& vaoc, sobs, ? uap, ß6vxc, 8Zvn; 
two heavy compounds : vcn9aXts, navauepLor.. The article 
occurs eight times. We find nine exclamations (S ); in ". 
. '-301- 
the refrain we have anadiplosis twice. The common hymnal 
stylistic techniques are found to a limited extent. The 
style is elevated to some extejit; in ornament it is rather 
rich. 
****** 
To sum up, our song does not sound like a solemn hymn, 
since it has a purely personal character :. it isa song of 
deep devotion. In form it is a paean. The paean-refrain 
occurs regularly ( i. e. at the end of the strophe- antistro- 
phe ), as in the cult hymns. Hymnal features are rare: in 
certain points, though, we find echoes from our traditional 
patterns. Lastly, such a song is unique among our evidence. 
BACCHAE 
. 
(64) 83. -169 . 
Introduction 
The parodos of the Bacchae has been fully examined by 
Adami, Dodds and Roux in their Commentaries ; cf. also J. 
Roux, Sur la parodos des Bacchantes, REG 75 ( 1962 ) 64-71, 
A. J. Festugiere, La signification religieuse de la Parodos 
des Bacchantes, ' Eranos 54 ( 1956 ), 72-86. The hymn will 
not be analyzed in detail but I shall discuss-certhin points 
only, related to our research or not discussed by the above 
mentioned scholars. 
Two examples similar in character to our song are Hym- 
nus Curetum and Eur. IT 123 : the Chorus sing to their god. 
Our song is unique among our evidence : it is divided into 
* It is examined by both, Knoke and Haldane. 
ý 30ý- 
several parts and we find all types of praise : myth, the 
(PükLC and power of the god. There is , though, a unity of the 
various items found in this song : it is the spirit of the 
Dionysiac worship. The hymn. is classsed in this group of 
hymns of praise because of its character : the Chorus are 
devoted to the'god and they express their devotion ; we di- 
stinguish the same joyful tone for their devotion bb the 
god, as in Ion 112 : 'on this see Festugiere, Eranos 55 
(1957), p. 139, Deichgräber, Hermes 70 ( 1935 ), p. 323, n. 3 
and Winnington-Ingram, op. cit., p. 38. Although processional, 
the hymn is not an actual prosodion ( see above, p. 2ff ); 
we find, though, -an appeal for cbonuLa ( 1.69 ), but we 
do not have an actual ritual act ( see hbove, p. 29$ )" 
Apparently the Chorus take their procession as such. As 
Roux says ( cf. REG 75, p. 66 ): " son entree dans 1. ' orche- 
stra n' est nullement une procession lente, solennelle et 
grave : entrainees par le rythme fidvreux de la flute et 
des tambourins exotiques, les Bacchantes executent, ", pour 
Bromios", leur danse la plus traditionnelle, celle qui plait 
au dieu et 1' honore entre toutes ". According to Deichgrä- 
ber it is a Dionysiac procession. ( cf. loc. cit. ). Roux (in 
her tommentrary ) takes it as a Dithyramb. This is the only 
hymn to Dionysus of this type of praise we possess. 
Structure 
The parodos starts with an introductory prelude in 
which we find various items : they present themselves ; 
they call on the people of Thebes ( in other preludes we 
have an exhortation to praise, see on Hipp . 58, p. 
2.? ); 
then we have a call for e0q., 71uAa ( see on IT 123, p. 213). 
-303- 
Next comes the u. axapLoncbs which is a traditional motive in 
4 
cult-hymns : see Deichgräber, op. cit., p. 324. The actual 
hymn starts ät 1.83 : this part functions as a prooemium 
of the type discussed on Hipp. 58, p. 28? ( though not a 
call to praise or sing ). That this exhortation is addres- 
sed not to themselves but to the Theban Bacchanals see Chr. 
Dedoussi, '-O`p6Xos zo8 xopoO ct, c B&xXEs, Ioannina, 1975, 
p. 14. Here we have a mention of the god's name with epi- 
thets, and his cult-place. Then we pass to the first topic, 
which is a narrative ( his yovai. introduced by a relati- 
ve clause, a common technique in narrative hymns. In str. 
b we have an apostrophe to Thebes in the second person and 
an exhortation to join the Bacchanals at Kithaeron; in ant. 
b we have an apostrophe to the Cretan cave of the Curetes 
and a myth of the origin of the tympanon. In the long epo- 
de we have "a scene of Bacchic ecstasy in their native 
land" ( Winnington-Ingram, op. cit., p. 37 ); this part con- 
cludes with a direct speech, which recalls the exhortation 
at the beginning ( 1'.. 83 ), and thus the hymn takes a circu 
r 
lar shape. Here we have a description of their movements 
( see on IT 123, p. X93 ). It-is worth mentioning that we 
do not find any apostrophe to the god ; the hymn is in the 
" Er-Stil" ( cf. Langholf, p. 48 ). 
-303- 
Next comes the uaxapLai.. ös which is a traditional motive in 
cult-hymns : see Deichgräber, op. cit., p. 324. The actual 
hymn starts ät 1.83 : this part functions as a prooemium 
of the type discussed on Hipp. 58, p. 27 ( though not a 
call to praise or sing ). That this exhortation is addres- 
sed not to themselves but to the Theban Bacchanals see Chr. 
Dedoussi, 'O `pdXos zo{S Xopoü airs- Bthxxcs, Ioannina, 1975, 
p. 14. Here we have a mention of the god's name with epi- 
thets, and his cult-place. Then we pass to the first topic, 
which is a narrative ( his yovcu ), introduced by a relati- 
ve clause,. a common technique in narrative hymns. In str. 
b we have an apostrophe to Thebes in the second person and 
an exhortation to join the Bacchanals at Kithaerorn; in ant. 
b we have an apostrophe to the Cretan cave of the Curetes 
and a myth of the origin of the tympanon. In the long epo- 
de we have "a scene of Bacchic ecstasy in their native 
land" ( Winnington-Ingram, op. cit., p. 37 ); this part con- 
cludes with a direct speech, which recalls the exhortation 
at the beginning ( 1*.. 83 ), and thus the hymn takes a circus 
lar shape. Here we have a description of their movements 
( see on 'IT 123, p. X93 ). It. is worth mentioning that we 
do not find any apostrophe to the god ; the hymn is in the 
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Examination of 'the hymnal fea- 
'tures and other material. 
As has been shown by Adami, Dodds and Roux we find a 
considerable-amount of echoes from our religious evidence. 
Still, the hymn as a whole offers a cosiderable amount of 
new material. On the other hand, we find a big amount-of 
" sacred vocabulary and hymnal stylistic techniques. Seven 
epithets are employed of Dionysus : naXöa Deoü, ecbv, Tau- 
pbxepwv Dsdv, )8 C, f-Eapxoc, nXavATns, cCLov &s v. For 
zavpdxepcov scbv see above, p. 260 ; he is eüLos in Soph. 
OT 211, b. h. 50.3, Ar. Thesm. 990; gEapXoc is employed of him 
for a single time. He is also AUG in A. Gr. 5.110 ( cf. also 
his epithets o6LQtos , fbuenft : see Bruchmann 
); nXavfi- 
ins is employed of Dionysus once only ; cf. Soph. OC 3 
( toy nXavfiznv ,O 6CTtouv ). His tnwvuuwa BpduLos occurs 
four times and B(xxxevC once. We have a mention of his 
cult-places : OpuyCO)v eE bpý(Dv, is öpea OpüyLa, Aü6La, Tuc- 
Aou xpuaopdou .. We find one ritual cry : e6oZ . 
Four par- 
ticiples ( dv6Xwv, 6pe8CCWV, 6LvarcdL%Xwv, ""ýCnzv 
) and two 
relative clauses ( öv noi'dXouQa ..., 
6aTLC 6LYq """ 
) re- 
ferring to the god are employed in the hymn. Apart from 
the four participles mentioned, we find many other partici- 
ples in the hymn. For the Xai, pcL' motive ( 1.134 ) see on 
Bacch. 416, p. 2T2 . 
Vocabu1ar y- Sty1 e 
Of the sacred vocabulary we find thirty seven words : 
66a outva, eß(pnuov, tFoaL06O8C, aCei, ? Juvfi Qc), udLxap, e68aC- 
ucv, zeXezdc, Serfs ( five times ), OanXe66)v, öaCoLc, xaSap- 
uotaLv, uazpbs uey$XaC., 6pYLa, Svpaov, Ctc ( four times ), 
-3o6- 
Odium ( five times )., narba, 6TEll. cv ( twice) , X, Lnoüaa, 11at. - 
v&bes, tpocpöC, bQi. oüaee, xopcüacL, et, d.. aouc ( twice)', Cc. OCOL, 
uaw6r. ( twice ), Oeä(;, cOot )(a4peL, zptctnpC6(Dv, CEapXoc, 
uEXneze, cOLa, cOLov, tepdc ( twice ). The diction is deco- 
rated : we find forty ad4ectives ( one is ornamental : eG- 
puxbpouc ); three metaphors : ntau6vac ßpovtac, DaXdLuaLC, 
¬v&a ü6 veL... oCaipnecIc; four personifications : EeitXaC 
No 
Tpocpo1, Vac. psnxas ÜßpLQTG. C, ndaa Yn XopC OCL, ALOYCVtTOPC 
EVavAoL. In vocabulary we observe the following : we find 
many epic words : &YuLc, cüpvXopos, 66Cs, vn66Q, SaXdUn, 
auvcpc 8c , nepbvn, nXdxauoc, ßpüca, uaXXbc, xepxCC, 
dvauXdc, 
&LUM), £aX', bnLßp611CO, &vonij, etc.; twenty five words of 
which Euripides is our earliest witness : 3oäCca ( and in 
other Euripidean passages ), cCixdLuazoc, eEodLdc, &YLatev- 
W, SLQQEÜW ( and in other Euripidean passages ), SüpaOC 
( and in other Euripidean passages ), &vatLvtOQO) ( and in 
other Euripidean passages XdxLoc ( and in other Euripi- 
dean passages ), WoXoc ( and in other passages ) , zavpb- 
xepcs , enpozpbcpoc ''( and in other passages 
), XXOTPns , 
xazaßaxXLdouaL, 6aL6c ( and in other passages ), ýaXcuEU- 
ua, TpCxopus, xvxXcua. ( and in other passages ßupodto- 
voC, f 8ußbas, cßaai.. La, neödoe ( and in other passages 
nupad)bnc, XpuQop6Tjc, naUyua, a voxoc ( also in Hel. 172 ); 
two hapax legomena : At. oyevetopcr. , zpayoxzbvoc ; 
thirteen 
heavy compounds : ccpuXdpous, zaupdxepcwv, ei1potp6cpou, xaX- 
XLxdpncp, Xcuxorc5CXwv, SnXuycvijc, ßupa6Tovov, &806c., Tpa- 
yoxtdvov, &uocp6. yov, Xpuaopbov, ßapußpduav, zäXünouv. The 
article occurs six times ( one of them is in the prelude; 
a seventh article at 1.140 :6 s'eFapxos is emended by 
30F- 
Kamerbeek ( Deux passages des Bacchantes d' Euripide, ' Mnemo- 
syne IV, 6 ( 1953 p. 193 ) to ö&' gEapxoc . There we find 
four exclamations ( ci ); we have an anadiplosis three times. 
The common hymnal stylistic techniques are found to a consi- 
derable extent. The style is highly elevated and in orna- 
, ment-it 
is very rich. 
****** 
To sum up, though in structure the song is unique among 
our evidence, it sounds like a solemn hymn; we find a consi- 
.: 
'derable amount of traditional hymnal features in structure, 
style and vocabulary. To a certain extent, however, it also 
offers new material.. It can perfectly stand as an indepen- 
dent cult-hymn in honour of Dionysus, which mainly shows the 
singers' devotion to the Dionysiac worship (. this has a par- 
ticular function in the play i. It best illustrates another 
aspect of Euripides' talent : that of composing lyric poetry 
of a religious character. 
PHAETHON"fr. 781.14-22-N2 or 227-239 Diggle 
Introduction 
In the hymencia. Q which a choir of girls sing to Phaethon's 
marriage, we have a long hymnal apostrophe to Aphrodite, so 
that she is honoured by them as the goddess of love and of 
marriage ( cf. also A. Supp. 1034 ). This praise is a" play 
a 
withinAplay ", since it is not the principal aim of the ode, 
though it is the greatest part of it ( if we follow Diggle's 
* Haldane only examines this fragment briefly, as an hyme- 




edition ). At the end they honour the groom ( according to 
Diggle ) and the song concludes with the traditional beati- 
tude ( see on IA 1036, p. Z5i ). According to Nauck the re- 
latiue clause in the antistrophe refers to the bride and 
thus we have a sort of praise of hers here, which, together 
with the praise of the groom is a traditional motive of this 
type of song ( see on IA 1036, p. 250 ). 
2 
Structure 
The song opens with the fefrain'YÜTv 'YUnV ( on this 
see above,. p. 153 and Diggle, ad loc. ). Then we have a men' 
tion of Aphrodite by name, with epithets and patronymic, and 
the verb dLECgouev : this is designed as a prooemium, 
though the song is not an actual hymn to Aphrodite. This 
"prooemium" is followed by a. direct apostrophe to the god- 
dess with epithets, to whom they dedicate their song, and 
to her son. In the antistrophe, to which they pass through 
a relative clause referring either to Aphrodite, according 
to Diggle, or to the bride, according to Nauck ( this matters 
% little for us ), we have the specific subject of the song : 
the specific marriage. Among our evidence we find one fur- 
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E x a m inati o n of the h y m n al fea- 
t u r e s and o t her mat e r i a l. 
06pavia is an epithet of Aphrodite as a goddess of mar- 
riage ( cf. Smyth, cxii ); She is oOpavCcc in Pi. fr. 122.4 
and O. h. 55.1 ; zoiv ALds obpavCav is also employed of Arte- 
mis in Hipp.. 58. For ýp&iwv rtbtvLa cf. Pi. fr. 122.4 (uatýp' 
epwzwv , cited by Diggle ), and Ma . h. 20.30 tpc)zoT6xcLa 
Tcv napHvoLs YaunXLov is a unique expression of Aphrodite 
and recalls her epithets yauoarbXoc ( O. h. 55.8 ) and vu4cpi, - 
5Ca (. O. h. 55.11 ). She is rtbzvLa in Sapph. 1, Pi. Pyth. 4. 
214, Ar. Lys. 833,, Mag. h. 22.12. For the epithet uctWatct 
see on IA 543, p. 1gg ; for the expression ec v xaXXtata 
see on Hipp. 58, p. ßq1 The expression ved[uya TEGAOV 
is also found in Eur. fr. 821 N2 ( Phrixos ) and A. PV . 
1009. 
Mumm Xpuaeot. applies to a divine residence, see on Ion 
452, p. Cj_i . 
V :, "o cabular y- Style 
Of the sacred vocabulary we find seven words : 'Y MV 
( twice ), oOpav Cav, 6&e i öe i. v ( twice ), ndty La .( twice) , De- 
rov xaXX ara, ueyac. In the diction there is some ornament: 
we find five adjectives, one metaphor Cv uYL itXw . ). In 
vocabulary we'find one word of which Euripides is our earli- 
est witness : yau! XLos ( and in other Euripidean passages), 
and one heavy compound : vcd uE . The article occurs 
five ti- 
mes. The common hymnal stylistic techniques are found to a 
limited extent ( we find some epithets and a , relative clause 





TO sum'. up, although our song is a" play withinAplay 
it starts like a traditional hymn with a prooemium and an in- 
vocation with epithets. We also find a considerable number 
of hymnal features. The song sounds like a solemn hymn to 
Aphrodite, which mainly expresses the mortals' piety and it 
is suitable to the specific occasion. 
SURVEY 
From the analysis presented above of the four hymns of 
devotion of Euripides the following general observations can 
be offered : 
1. In structure, two of them ( ip. 58, IT 123 ) follow 
the traditional patterns. The remaining two ( Ion 112, 
Bacch. parodos ) do not follow these patterns directly, but 
what we find recall certain traditional structural features. 
2. Although we find various subjects sung of in these 
hymns., the principal subject in each of them is the expres- 
sion of the singers' devotion to the particular god. In one 
of them we also find a prayer telated to this devotion (, Ion 
112 ). 
3. The divine beings honoured are selected for the ro- 
le they hold in the play. All of them are principal gods. 
In Hipp. 58 Artemis is honoured as a great goddess without 
any mention of her attributes and functions; in IT 123 Arte- 
mis is honoured simply because she is the goddess of the tem- 
ple to which they are approaching and to which they are de- 
voted; we also find an allusion to her function as a goddess 
of the mountains; in Ion 112 we have the personal relation- 
ship between Apollo and-Ion; in the parodos of the Bacchae 
BU- 
the Chorus sing on the worship and the god to whom they are 
devoted. 
4. In all of them we find a considerable amount of ty- 
pical hymnal features. 
5. Most of the epithets of the gods employed are tra- 
ditional epithets of theirs or they come from the sacred vo- 
cabulary. 
6. Two of them are short songs ( Him., IT ), while 
the remaining two are long. Hi p. 58 and IT 123 are "astrophic"; 
Ion 112 consists of a "triad" with refrain; the parodos of 
the Bacchae consists of a strophic pair with a long epode. 
7. Two of them are sung by the Chorus, consisting of 
women: IT, Bacchae; Hipp. 58 is sung by the hero of the play 
and a chorus of young men; Ion'is a monody, sung by the hero 
of the play. 
8. In character two of them are npoObsm ( Hipp., 
IT ); Ion is a paean and Bacch. is a dithyramb. 
9. Except for Hipp. 58, the remaining are rich in orna- 
ment; in style we have a variety ; one is highly elevated 
( Bacch. ), another one is not elevated ( Hipp. ); the remain- 
ing are elevated to some extent. 
10. Two of them sound like solemn hymns ( Hipp., Bacch. ); 
i the remaining do not sound like such. 
Furthermore, we have a song of this type, which is a 
CL 
"play withinAplay" and sounds like a solemn hymn of this 
type of praise : we find many traditional features and it 
could stand as an independent hymn to the goddess. 
Euripides offers a considerable number of songs of 
this type of praise, which are all full of devotion. 
-313- 
PATTERNS OF HYMNS OF DEVOTION 
IN AESCHYLUS AND SOPHOCLES 
In Aeschylus we find three hymns of this type of praise: 
Suppl. 1034-42, A9.355-72, Eum. 1032-47. 
* Sup 1.1034 is the 
second strophe of the exodos of the play ("astrophic"); _it 
is sung by a secondary chorus of female attendants; they pay 
homage to Aphrodite as a marriage goddess, after the preced- 
ing prayer for virginity by the Danaids. A2.355 consists of 
the introductory anapaestic part of the first stasimon and 
the first half of the 
first strophe: as independent, it has a peculiar form; it 
is sung. by the chorus of old citizens and it is addressed 
to Zeus and Nyx ( Nyx belongs. to the beings examined in 
Part ii of this research ); it is rather a thanksgiving song 
which honours Zeus for the fall of Troy. Eum. 1032 is an ac- 
tual religious procession in which the escorts lead Eumeni= 
des off; it consists of two strophic pairs; they honour Eu- 
menides. 
In structure, generally, these songs do not follow the 
traditional patterns, wilk the exception of : L2.355 and 
Eum. 
1032 which start with a direct invocation of the beings ho- 
noured. In the latter we find ritual directions at the end 
of each stanza : this commonly appears at the beginning, as 
a prelude ( see on IT 123, p. 213 ). 
These songs are classed in this group of hymns of prai- 
se because they have no specific subject: they simply express 
* Both Knoke and Haldane examine these songs, except for 
Eum. 1032, which is not examined by Knoke. 
-- 3 j4- 
the singers' devotion or honour to the gods. 
The divine beings honoured are selected for a specific 
reason: Aphrodite as the counterpart of Artemis in Suppi., 
Zeus because he is the god of Justice in Aq., and Eumenides 
because of the plot itself. 
We find some of the typical hymnal features present, 
mainly in-A2.355 : invocation with epithets, participles; in 
Su p1.1034 we find some epithets and the 66vaza. L motive 
( cf . 
Kc9ssrtts, 6t. 85f) ; in Eum. 1032 we also find epithets and 
their y6vosf. Of the sacred vocabulary we find many words 
in Eum. and a few only in the remaining songs. 
The epithets of the gods employed are either tradition- 
al epithets of theirs ( (ptXa of Aphrodite, ßaO', X C ýý- 
vLoS, u6*. as , navT6nTaC of Zeus )or they are employed 
for a single time (aLoXauniýs of Aphrodite, UXwrcp of 
Peitho, 1 yd. XaL, (PLXbTL. IOL dTtaLöcQ of the Eumenides ). 
EeuvaC of the Eumenides appears for the first time. 
Echoes from our evidence are rare : cf. the association 
of Aphrodite with Peitho, Pothos, Harmonia and Erotes; O. hs. 
69.1 : SeaC ndLVTLuoL and 70.10 : VU) tepI. aL xo0pi of the 
Eumenides. 
The style is elevated in Eum. 1032 only ( we find five 
heavy compounds, two hapax legomena ). 
In ornament Ag. is rather rich ( we find six adjectives 
and three metaphors ); in Suppl. we find four adjectives or- 
ly and in Eum. another four adjectives, of which one is on- 
namental (TUPL66LnTC) XaundLöL). 
To sum up the three Aeschylean hymns of devotion follow 
the traditional patterns to some extent. There we find some 
hymnal features in structure and vocabulary. With an exce- 
-315- 
ption of Eum. 1032 which is a solemn religious procession, the 
remaining do not sound like solemn hymns. 
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Turning now to Sophocles, we find one such hymn in his 
seven plays: ' Träch. 205-221. 
* It is an astrophic song with 
paean-refrain, sung by the Chorus, consisting of Trachinian 
maidens, when the news comes of Hercules' victory. It is a 
paean E)XapLQT pros to Apollo, Artemis and the Nymphs. In 
fact the song is not an actual hymn: it consists of a long 
and unusual exhortation to sing ( on this see above, 
this exhortation here is threefold: &voXoXuräzc 86uoc - 
Czo xXayy& - naLäva 
&väyCZe 
; these expressions do not oc- 
cur in this part of the cult-hymns. In our song there is 
also a dithyrambic element ( 11.217ff ), which is also pecu- 
liar. In this part we find a personal tone. The song is 
classed in this type of praise since there is no. specific 
subject and the Chorus want to honour the gods in this parti- 
cular moment, although an actual hymn was expected to follow 
this intoductory piece. 
The gods are honoured with epithets, which are mainly 
new. Of the sacred vocabulary we find a few words. Apart 
from the exhortation to sing, the epithets, the paean-refrain 
and one anadiplosis, there we do not find any other hymnal 
features. 
The style is not elevated; ornamentation is poor. 
Generally, it is not a traditional hymn, since it is 
not an actual hymn. It simply expresses joy; 
Furthermore, we find in Sophocles a song of this type 
whichAa " play within4play ". In the first stasimon of the 
Oedipus Cöloneus ( 668 ), which is an encomium of Colonus 
* The hymn is examined by both, Knoke and Haldane. 
-3 0- 
and Attica, the Chorus seize the occasion to honour Poseidon 
for his gifts to the city. 
* The short song is an'APuzaXo- 
'YCa in content, since it speaks of the god's cGepYecCaL ; 
but it is not a narrative. It is a thanksgiving song. We 
have a direct apostrophe to the god with his Ydv0C , his na- 
me, an epithet and the at Ycp formula. Apart from this 
invocation there are no further hymnal features in the song. 
To sum up : Sophocles is not interested in the third 
type of praite. He shows no sings of individual development 
and offers only one example. 
GENERAL CONCLUSIONS 
ON THE HYMNS OF PRAISE 
IN GREEK TRAGEDY 
The examination of the patterns of hymns of praise in 
Greek Tragedy gives especially good illustration of the dif- 
ferent methods of composition and the relation to the tradi- 
tion of the three tragedians. 
Euripides offers some interesting examples of all types 
of praise. Although, generally, he is not close to the, tradi- 
tional patterns, we find in him a considerable amount of 
traditional features in structure, style and vocabulary, as 
well as echoes from other lyrics which concern us. 
Sophocles offers a lesser number of such examples among 
the three tragedians, in which we hardly find traditional 
features. Aeschylus is in. the middle, as far as the number 
of such examples and the traditional features are concerned. 
* Only Haldane analyzes the whole stasimon. 
320- 
These songs, generally, are especially decorated in 
Euripides; in Aeschylus we also find some ornament, while 
this generally does not apply to the Sophoclean songs of 
this type. They are all suitable to the context. To a great 
eictent, however, most of these songs in Euripides could also 
stand as independent hymns of praise: IT 1234, Hel. 1301 (ex- 
cept for the second antistrophe ), IA 1036 ( except for the 
epode ), Hipp. 1268, Hipp. 58, Bacchae , the parodos; in Aeschy- 
lus this can only apply to AAc. 160 and Eum. 1032. The remain- 
ing ( including all the Sophoclean ones ) are either direct- 
ly connected with the plot or they are not hymnal in stru- 
cture. In Aeschylus and Sophocles we do"not find hymns of 
a mythological narrative, which we. do. find in Euripides. In 
the use of myth Euripides offers some innovations. The songs 
whibh are classed as q, um oe C)uvoL are mainly hymns on the 
(p6m c of the god in Euripides ( he is not especially intere- 
sted, though, in this type of praise ). In Aeschylus they 
are mainly songs of pure philosophical reflections. The 
Sophoclean songs of this type are different in character. 
As far as the third type of hymns of praise is concerned, 
Euripides offers some solemn songs, full of devotion:. his 
singers are devoted to the god honoured. In Aeschylus and 
Sophocles we have a different tone. The treatment of the 
gods is more or less traditional in Euripides. This also 
applies to Aeschylus and Sophocles, when we do not have per- 
sonal reflections on the deities praised. 
Lastly, the three tragedians do not imitate each other: 
this is more obvious in. this type of hymns, than in the songs 





In Greek Tragedy we find many abstract political 
or ethical powers or. ideas, which are personified. 
l This 
phenomenon goes back to epic and )yric poetry. Furthermore, 
i 
certain abstract personifications have acquired a mythology 
(cf. mainly Hes. Theogonia), and later on ; (mainly in the 
4th century), a cult. Such abstract personifications are: 
Li w1, Ei pfvn, N. 14 Tl, HctOt , Nýpcais, 
¬uis, "Epws, e ava-[Os , 
" YTrvos, etc. For their origin and cult see: ML 3.2,2068- 
2169, Cults 5, pp. 443-47, M. P. Nilsson, Kultische Person- 
ifikationen, Eranos 50 11952) 31-40, L. Petersen, Zur 
Geschichte der Personifikation in griechischer Dichtun 
und bildender Kunst, Würzburg, 1939, F. W. Hamdorf, Griechische 
Kultpersonifikationen der vorhellenistischen Zeit, Mainz, 
1964, T. B. L. Webster, Personification as a Mode of Greek 
Thought, Journ. of the Warburg and Courtauld Instit. 
17 (19 54) 10-21. 
In this chapter I shall examine such abstract 
personifications, which are treated like personal., anthro- 
pomorphic beings, in which case they are proper names. 
2 
Apart from the established abstract political or ethical 
powers or ideas, the list includes some further powers, 
such as Nyx, Lyssa, i\nanke. 
As Dodds says on Bacch. 370, "Euripides has an 
especial fondness for personalizing abstractions", and in 
his plays we find a considerable number of new abstract 
personifications treated as divinities (cf. Dodds, loc. cit. ). 
-324- 
For the use of abstract personifications by the three 
Tragedians, cf. ML 3.2,2099. Some of these abstractions 
are addressed in lyrics, which can be classed in the various 
types of hymnal songs as examined in Chapters It II and III. 
Menander (pp. 333,340f) speaks of iTEnXctat vot 
üuvot, whose 
subject is the personification and deification of an 
abstraction, and the creation of a mythology for it; he 
mainly refers to established personifications, such as Eros, 
Themis, Thanatos, Hypnos. 
Our evidence for hymnal passages addressed to 
abstract personifications consists of the following: Pi. 
01.12.1-12 (T 1) , Pyth. 8.1-12 ("fl Ca) , Aristotle, 
to 
Areta (842 PMG; cf. also Smyth, pp. 468ff and C. M. Bowra, 
Aristotle's niymn to Virtue, 32 (1938) 182-189), fr. ad. 
1019 PMG (T üXTI) , Ariphron, to Hygieia (813 PMG; cf. also 
Smyth, pp. 456ff; K. Keyssner, Die Hygieiahymnen des 
Ariphron und des Likym, nios, PhW 53 (19 33) 1289-1296) , 0. hc. 
3 (Nüh) , 33 (N&Ki) , 43 ("npat, ) 58 ("E, p ) 61 (Nipeots) , 
62 (lliicrr), 63 (At Katoauvp) , 64 (Nöpos) , 68 ('YYt E ta) , 
72 
(TÜxt1) , 79 (OE}tt s) , 85 (uYmvOS) , 87 (8&a-coS) . 11r. Pax 582; 
974 
(ECpý N. q) , Eccl. 952 (Epc,; ). 
In Greek Tragedy we have the following cýa: iýýlna 
of lyrics addressed to abstract personifications: A. Suppl. 
359, Ac. 773-81, Cho. 726, Eum. 321-27; 837-46. Soph. Ant. 
781-801, OT 151-57, El. 1066-69, Phil. 827-32 (cf. also 
El. 111 and OC 1574-78). Eur. Mc. 962-82, Med. 1389, 
Hipp; 525-64; 1370-73, Kresph. fr. 453N2, the formulaic 
end of 'IT, Pho. Or., Bacch. 977-81; 991--96, fr. 897N 2 







To help our analysis, these lyrics will be 
classed into the following groups: 
a) kietics and subtypes: A. Suppl. 359, Cho. 
726, Eum. 321; 837. Soph. El. 111, Phil. 827. Eur. hipp. 
1370, Kresph. fr. 453, Bacch. 977; 991. 
b) euctics: Soph. OT 151, El. 1066, OC 1574. 
Eur. Med. 1389, the formulaic end. 
c) Hymns of praise: A. 773, Soph. Ant. 781, 
Eur. Alc. 962, Hipp. 525, fr. 897N2. 
As a type-specimen for a ireTrXaapcvos 
üuvos I 
shall take Pi. 01.12.3 -12 (which, though, is not an 

















H t! ` 





























ºý cý Cl b b 
H J 
Ö '3 is 
7 
0 
2 U) ö . J 3 . 
X ý 
W K r x 
9= N f= 
6 H .ý 
ts 
"ý 
a 1- a a O tS J 
-. d? W 
t3 tf 
x x " 






H ä U tS 
R+ H W m 
N7 
p4 H 0 
i 
ti " 
z tts z 0 . q a 0 . ý" d IC 
' z X r ":: > -X w " Cl U ýý " wX 
W .. 3 0 o 











X ö N at a W . . H " b X H " 
ý 
N XÖ © 
.) 
" " LS C -U 




KLETICS AND SUBTYPES 
0 
In Euripides we find four lyrics of the kletic 
type, addressed to abstract personifications: Hipp. 1370- 
73, Kresph. fr. 45311 2, Bacch. 977-81; 991-96. ' 
HIPPOLYTUS 1370-73 
Hippolytus, half-dead of his wounds and pain, 
e 
utters a short prayer to Death as Paean, to come and release 
him from his sufferings. It is a prayer c tOKaTaaTpa1fc' 
(cf. also Soph. Trach. 1040; 1085, OC 1689: addressed to 
Hades1; A. Pers. 915, Eur. Med. 144; all these prayers 
are short, apparently, in order to stress the feeling of 
suffering). 
In the Oxford edition we read OdvaTos (conunon 
noun) naiäv (proper name): both Fairbanks"(p. 43) and 
i Breitenbach, ad loc., believe that we must write natav, 
the god (the same as in 2\lc. 91,220). In RE 18.2, S. V. 
Paian, 2343 and in Barrett's edition with commentary, we 
read 0dvaTos (common noun) nativ (epithet, in the sense 
of "saviour") "healer"). I believe that we must write 
OävaTos Haiav (proper names both; cf. also Smyth, xxxix, 
n. 1 and the edition of Wilamonitz), since Thanatos is one 
of the abstract personifications which are treated as 
divinities 2: cf. Nilsson op. cit., p. 31, Cults 5, 
pp. 446f; for his personification cf. Il: 16.454, Iles. 
Th. 212,759; for his worship at Sparta only cf. ML 3.2, 
2073,2141f. On the other hand Hatäv is used as an 
* Both Knoke and Haldane analyze in brief the 
fourth stasimon of the Bacchae (but mainly the concluding 
appeal to Dionysus); Haldane also speaks briefly of 
Krespr.. fr. 453 in the analysis of the first stasimon of 




c7rwvvpla of Death here: we have a sort of synkretism 
(cf.. RE 18.2,2343, with O. hs. 8.12: Helios flaiav, 11.11: 
Pan fatav, 52.11: Dionysus Hatav). The E ad loc. comments: 
Ilatäv: crwnj p Kat iaTpös irpoa XOoi. ö Aäva'ros. For the 
association of Paean with Death cf. also A. fr. 255N2 
BPhil. W Bavatc Tratav, pn plan c uoXety. Ipovod <yap> 
£i a TwV äVTTKCQZwv Ka. KV jiaTpös (here also we must write 
Oava-re faiav),,, and Eur. fr. 369aN2 (suppl. ). In Soph. 
Phil. 827 Hypnos is called 7ratwv: we can also write here 
3 II'ct, wv as an e7Twvvuia of Hypnos. 
For lyric prayers or hymns to Death cf. Soph. 
OC 1574-78, O. h. 87. Death is called Oeös in A. fr. 161N2 
(Niobe). Some further passages in Tragedy, where he is 
personified are: A. fr. 255N2 (Phil. ), Soph. Aý'_. 
_ 
854, 
Trach. 834, Phil. 797, Eur. Alc. 871, Med. 1111, Tro. 769; 
in the Alcestishe appears in person. 
Our prayer is short: it starts with a 
Begründung (Kati vvv-ödvva....; cf. also A. PV 574, Soph. 
A. 693, OC 1477), followed by the appeal, in which we 
have the name of Death, the enwvvuia nalav, and a klesis 
in the optative: the kiesis is the main prayer. The 
appeal is in the "Er-Stil". The optative shows that it is 
a wish rather than, a demand. It is a purely dramatic 
appeal, which will be soon answered. It is short because 
it is an urgent appeal. Thanatos is invoked as a god 
here. 
KRESPHONTES fr. 453N2=fr. 4 (Musso) 
Introduction 
This lyric is an actual kietic hymn. Its place 
I 
Yllý 
in the play is not certain. Webster (The Tragedies of 
-329- 
F, uripides, p. 141) believes that it is the parodos. As 
he says: "The whole city is upset by the strife between 
Polyphontes and those like Merope who are loyal to the 
memory of the old Kresphontes". Musso (Euripide Cresfonte, 
Milano, 1974, Introduzione XXV) believes that it is the 
first stasimon of the play. A third opinion is that its 
place is after the "reconciliation" scene between Merope 
and Polyphontes (see further Musso, p. 37). In the prologue 
of the play we are informed of the events which took place 
in the city. According to Musso (Introduzione xxiv) a 
lament comes next. (fr. 2C. 58ff), which is a lament for all 
those incidents, and it is the parados of the play. 
According to Webster (loc. cit. ) the lament fragment is the 
first stasimon, after the first episodion, where the death 
of. the young Kresphontes has been announced, and thus it is 
a lament for the-dead. This fragment, however, does not 
allow any conclusions on its content. If we accept Musso's 
opinion for the place of our hymn (first stasimon), we have 
to ask. whether it is suitable to the context, - as is the 
case with each kletic hymn for help in Euripides. in the 
first episodion we have a scene between Kresphontes and 
Polyphontes, in which the former presents himself as the 
man who has killed the young Kresphontes. We have two 
lines from this scene only. If we ask why such an appeal 
(i. e. our fragment) follows at this particular moment, we 
can hardly find an answer. The third proposed place of the 
appeal seems to be unjustified by the context, since things 
are being changed for the better. There is another appeal 
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is different and the appeal is purely dramatic. We have 
, three tragedies similar to. oug pigy: . A. ' Chöe. ph'oroi, 5oph. 
Electra and Eur. Electra: the story of Orestes is one of 
long-standing strife, as is the case with Kresphontes. 
The first of them opens with a monologue of Orestes (as 
in Kresphontes), followed by the parodos, in which a short 
lament on what has happened is included. In the Sophoclean 
Electra the heroine sings a monody, before the actual 
parodos of the Chorus, which consists of a lament and a 
kletic appeal for vengeance to various divine beings. in 
the Euripidean Electra we also have a monody of Electra, 
which is a lament and a kletie appeal to Orestes. In 
Kresphontes the lament fragment and the appeal to Eirene 
may come together in the parodos of the play, since in the 
preceding prologue we have the exposition of the situation, 
which justifies both a lament and an appeal to Eirene. 
Our lyric is divided into a strophic pair by the 
editors, the antistrophe being thus not complete, though 
the appeal seems to be completed at the end of our fragment. 
There is no other Euripidean kletic hymn in which the prayer 
follows in the next stanza. 
Eirene is an abstract political power personified 
th in Hesiod (Th. 902) and worshipped from the 5 century: 
cf. Nilsson, op. cit., pp. 37f, cults 5, p. 446, ML 3.2, 
2077,2132, RE 5.2, s. v. Eirene, 2128ff. For her mythology 
(as one of the three`Upai) cf. Hes. Th. 901ff, Pi. 01.13.6 
ff, O. h. 43. In Euripides she is twice again treated as a 
divine being: Or. 1682, Bacch. 419. In Aeschylus and 
Sophocles she is not mentioned as such. For hymns and 
-330- 
prayers to Eirene cf. The. 885, O. h. 43, Ar. Pax 974. 
The best illustration of the importance of peace in human 
life is Philemon fr. 71K (Pyrros). Cf. also O. h. 65.7ff 
(to Ares) and Eur. Suppl. 488f£. Kresphontes was produced 
during the war. The Chorus who sing this kietic hymn 
consist of citizens of Messene; their appeal is on behalf 
of the community.. They are interested in the graceful 
period of peace- which they have missed since their city 
is in strife - in the songs of beautiful dances and the 
garlanded revels (cf. ll. 6-8). Such activities require 
peace and prosperity. Eirene is called ßaOüiiXouTOS, 
KaXX1QTa uaKtPCV Oewv and nöTVa. The first epithet implies 
her association with wealth; peace is the strongest condition 
for that, as far as the community is concerned: see also 
on Pho. 676, p. TO , with O. h. 40.4 and the appeal in 
Ar. Pax 974 (11. '999ff).. The second epithet implies that 
her gifts are the most beautiful in life and thus she is 
thought of as the most beautiful among the gods. 
l The 
" third epithet is a universal one: it is a stock title of 
honour. Thus, ßaOürXoutos suits the subject of the 
appeal (see. on Ion 452, pp-2J ). The remaining two 
epithets are simply ornamental, they do not indicate any 
specific attribute of hers (see on Ion 452, p. 42 )" In 
Messene Eirene's blessings are missing because of the 
internal strife,. and for that they summon this goddess to 
stop the strife in order to enjoy her blessings (cf. Fies. 
2.. 225ff). Such an appeal should sound more natural at 
the beginning of the play, in the parodos. These people 
are suffering and they pray for themselves, expressing 
-33t- 
their feelings and longings at the same time, which are 
the. same as those of Euripides' audience. 
STRUCTURE 
Part I: Invocation with the name first and 
epithets (cf. also Ar. Thesm. 1136, Ran. 324; 386; 399, 
O. hs. 12; 35; 40; the two epithets are connected by Kai; 
cf. also Soph. Ant. 1115, Ar. Eg. 551(1.562) : see on Ion 
452, p. 4. ). The invocation is broken by Part II. 
Part II: The Begründung: we have also the 
Begründung between the invocation and the klesis in Soph. 
Ant. 1115 and O. h. 16. The transition to it is achieved 
here without a particle (see Introduction, p. T ). We 
have the same in Sapph. 17, A. Sept. 109 (1.112), Soph. 
Ant. 1115 (1.1137), Ar. Pax 974 (1.989). In our hymn 
the Begründung is both the reason for the prayer and the 
i 
reason for the invocation: they feel impatient about her 
as she is late coming and because they fear that senility 
may overpower them before they see the graceful period of 
peace: this shows the situation in the city because of 
which they appeal for help, and it also justifies the 
specific appeal to Eirene, because it is under her compet- 
ence to grant the Messenians the blessings they have missed 
(it implies her power, see Introduction, p. 6 ). 
(Part I): The epiklesis is continued after the 
Begründung. Here we have the klesis in the imperative. 
We find the same verb in A. Sept. 109, Ar. I. s. 1262, 
Limenius, the prooemium, Philodamus, the refrain. The 
transition to the klesis after the broken appeal is 
. I, 
f, 
achieved without a particle. In other cases we have Kai 
ý33ý- ý 
1 
vuv (Soph. Ant. 1115) or aXXa (Ar. Pax 974, Sapph. 1, 
O. h. 16). Then we have a mention of the place which she 
is summoned to visit, in the accusative (iiX v simply): 
see on Ion 452, p. 31 .A now invocation is inserted here, 
phrased with an epithet: we have the same in Soph. 
693, Ar. Eq. 551 and many O. hs. (9,11,12,14, etc. ). 
Part III: The prayer: it is in the imperative, 
and the transition to it is achieved by the particle 66: 
see on Ion 452, p. 33 . We also find the prayer after the 
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ando the rmateria1 
The epithet (3a©iTtXov'ros is also employed of 
Eirene in Ar. fr. 109K (Georgoi), which is a parody of 
this invocati 2 on. it recalls the association of Eirene 
with wealth: cf. Od. 24.486 (traoÜtos U Kai et ptývrl) , IICC. 
Th. 902 (eipiivrjv rcOaXuiav) , Pi. 01.13.7 (Täut' 
ävdpäUt 
Traoutou, xpvcscat nctLSEs), Bacchyl. Paean 4.61 (*rtKTEL 6c Ie 
©vgToicty ei - IpAva pcyaXavopa TraoUTOV), fr. ad. 1021 PMG 
(7raou To6oTci pa f3poTois) , O. hs. 43.2 (TroX 
)o)ß 
c) , 65.9 
(6 3LoSwTtv). In Greek Art she was also associated with 
wealth: cf. Paus. 1.8.2. ß aOünaouTos is not employed of 
Eirene elsewhere; in epigram 792.1 (Kaibel) she is called V 
ßa©üKapnos. This association of Eirene with wealth is 
common in Euripides: cf. Suppl. 491, Bacch. 419. The 
epithet KaXXicrr) (which is common of Aphrodite and 
Artemis ) is employed of Eirene by Euripides only, twice 
(cf. also Or. 1682). In fr. ad. 1021 PMG she is YX%Kela; 
in O. h. 43 the three"Qpat are 
aeiOaXccs 
and f övWrpöcwTTOt. 
The expression KaXXtaTa llaKäpwv Oc v (and the like) is a 
traditional expression used for any divinity, and is common 
in Euripides: cf. Hi p2.66; 70 (of Artemis), Het. 1348 
(of Aphrodite), Phaethon fr. 7ß1.19N2 (of Aphrodite); cf. 
further Iles. Th. 120, of Eros (KäXXtotos Ev äOth, c&TOWL 
Oco l ai) , Alcacus 298a. 3f, of Athena (a ©Ewv 
j.... 1rävTCL)v / 
]za uaKäpwv TrecvKc), Pi. Nem. 10.18, of Hebe (KaXX oTa Oc v) . 
Another traditional expression is uärapcs ©eoi: -apart from 
Homer, cf. also Alcaeus 117b. 16, The. 759, Solon 13.3, 
A. Suppl. 524. In Ar. Pax 308 we read of Eirene: Trv Oecöv 
. 335- 
itaawv pcytcvrrly. For the expression Mo's Vol acOcv cf. 
Ar: Pax 588: TroOoUp vrj träoty; 1.988 f: Totaiv Cpaa-raid 
f 
TWty, o cou Tpuxöus8! Tidn.... ; 1.584: a@ yap c60Lurly rroOw. 
Cf. also Pi. Nem. 3.5 (to the Muse): a Ocv 
o1a palopEvot. 
The Begründung (11.6-8) implies the 6vvapts of Eirene 
(her gifts): cf. Bacchyl. Paean 4.61 ff, The. 885; cf. 
also Ar. Pax 338 ff; 976; in this play Eirene's daughters 
are'OTrwpa and 0cwpia. In Ar. Thesm. 1147 she is ýtX opTos; 
.n Philemon fr. 71.9K (Pyrros) she grants to the people: 
Yauoiis, cop"ras.... In fr.. ad. 1018b. 7 PMG she is 
QTSýavnýöpos (cf. 1.8: ýtaoaTC4ävous TE KWVOUS). -For 
the expression gDL. XoaTcýävoUS KwjioUS cf. Bacchyl. Dith. 
19(18). 51: Kai xopwv GTEýavaýöpwv, fr. ad. 1035 P1G: 
7ratävL ýtXocTSOävwt I1CXnOVTes. The expression OflKTÖ5 
ci 5apos is also found in A. Sept. 944 and Eur. Pho. 68. 
Notice also the use of personal pronouns (aOcv , aav), 
a common hymnal technique (see on Ion 452, p. 30 ). The 
epithets employed of Eirene are not traditional epithets 
of hers. Two of them come from the common religious stock 
(KaXaioTa', 1öTva). The third, ß a©üzrXouTos, does not belong 
to the sacred vocabulary; it is an ovopa 6ttraoOv QSce on 
Ion 452, p. 42 ). L1.4ff bring to mind Anacr. 395.3, on 
old age. For the prayer'(Tav d'ex©päv QTaciv cipy'av' 
11 ouKwv) cf. Carm. Cony. 884: opOov 'rt, vtc -, TöAtv.... IaTep 
c Xyswv Qre j Kai a-rcwcwv; see also Keyssner, p. 117. 
The hymn is constructed according to the "Du- 
Stil". Certain of the elements which a kletic hymn may 
contain are not found, and this is due to the nature of 
the invoked being, who is not an actual goddess (y vns, 
} 
-33C- 
haunts, cult-places). The reason for the invocation is 
implied by the reason for the prayer (see above, p. 331 ). 
Yet the traditional features in structure and phrasing 
are sufficient. 
Vocabu1ary-Sty1e 
Of the sacred vocabulary, we find five 
words: KaAX{QTa, uaKäpwv, Ocwv, 18t, Tcrva. The diction 
is picturesque: we find seven adjectives, two of which 
are ornamental: uaKäpwv, OnKTw. We also find some 
metaphors and similar figures of speech: ýtXOaTCýaVOQs Kuous, 
I I Uatvousvav 
Epty, 
Tepnouevav QnSäpw. In vocabulary we 
46 
observe the following: the epithet ßaei TaOUros is 
employed of a person here only (and in Ar. fr. 109K); in 
Bacchyl. E2.3.82 it is employed of rwä, and in A. Suhl. 
554 of xewv. This is the only reference in Euripides for 
this word. KaXX xopos is an epithet of cities (cf. Od. 
11.581, Hom. h. 15.2, Pi. Dith. 2.25, Bacchyl,. EP 5.106); 
in Euripides the use of this epithet varies (cf. Heracld. 
359, HF 690, Ion 1075, Hel. 1454, Pho. 786); here it is 
employed Of aotSai: OXo QTCcavos is employed of gods or 
persons: cf. Hom. h. 2.102, Bacchyl. Ep. 13.184, Ion lyr. 
1 26.13 (West); in fr. ad. 1035 PMG it is employed of natav 
and in our passage-of KuPot; cf. also Pi. Paean. i=fr. 
52a. 8: öaiTa ýiXn ctaTcýavov; this is the only reference 
in Euripides for this word. Our song is the only witness 
in Greek Tragedy for the adjective xap. cis. There we find 
three epic words: Xaptcaaa, KaXXtXOpos, ýtXoaTS(M0C. 
Three words are heavy compounds: ßa©ürXoUtc, KaAXtXOPOUS, 
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hymnal stylistic techniques are found to a limited extent 
(see on Ion 452, p. y1j ). 
elevated to a small extent. 
The style of the hymn is 
In ornament it is rich. 
********* 
To sum up, the song sounds like a solemn appeal 
to'a fair extent. The Begründung is a real eulogy of peace, 
though not with a traditional structure. The song is a 
purely poetical passage. _ .' 
Of the typical hymnal features in 'structure and phrasing we 
find a considerable amount. It is perfectly suitable to 
the context if we accept that it appears after the exposition 
of the situation. Peace is what the community needs to enjoy 
a happy and prosperous life; thus the selection of the 
being invoked is well justified. This being, though not 
an actual goddess, is addressed like a real goddess. If 
the song is the parodos of the Chorus, the prayer is not 
uttered at a particular critical moment. It simply 
expresses the feelings of the citizens who have been living in 
internal strife for a long period of time. It is not a 
personal prayer, it is on behalf of the community. As a 
response to it, the plot will change for the better. 
BACCHAE 977-81 
Pentheus has set out for Kithaeron. Dionysus 
apostrophizes Agaue and the Maenads at 1ithaeron to be 
ready to kill him (11.973 ff). This is followed by the 
fourth stasimon, which opens with an appeal-to the dogs of 
Lyssa to appear there (and enter into the Maenads). 
1 I, yssa 
is the personification of madness, an abstract power (cf. 






She does not belong to the abstract personifications 
whi. ch are treated'as divinities. She is first personified 
in Aeschlyus' Xantriae (cf. fr. 169 N2 and Duchemin, op cit., 
p. 138); in Euripides she appears in person in the Hr. 
These are the only examples in which she is personified. 
According to one interpretation, the A6aaas KUVCS in our 
passage are identified with the Erinyes: cf. RE 5.1, S. V. 
Dike, 576; Breitenbach takes it as a metaphor for the 
Erinyes, the same as in Eur. El. 1342 (where they are 
simply called Kvvcs); see further Dodds, ad loc. According 
to another interpretation the poet speaks of Lyssa here. 
Dodds translates the expression AUaaas KUVCS, as "the 
demons of madness", Kirk as "the spirit of Frenzy", and 
Roux as "chiennes agiles de la Rage" (cf. further her 
commentary ad loc.: "Les Lydiennes evoquent .... la Folie 
personnif iee, Lyssa .... Les chiennes de Lyssa invoquees 
ici sont allegoriques"). There i3 no reason to suppose 
that the Aüccas Küves are the Erinyes here; this 
expression is used 
uses a periphrasis 
for Apollo, MoQcw' 
Kp&tos for Zeus). 
for Lyssa herself (Euripides, sometimes, 
instead of a name: HF 789: nv©tov 11eTpa 
v öwuaTa for the muses, or. 1299: Rios 
The appeal starts with the klesis (cf. Hel- 1495) 
and the name of the being invoked, with an epithet; the 
klesis is repeated (cf. Pho. 676) with a mention of the 
place she has to manifest herself, phrased with a 
preposition (cf. Bacch. 582, Soph. Ant. 1115). The place 
is described with a sentence introduced by cvOa (cf. Ion 
452). There follows the prayer in the imperative without 
-33F- 
any transition (cf. Pho. 676). The phrase 
cýI 
röv.... 
Kcl 5KOnov uatväSWv implies the reason for the appeal 
(see on Hel. 167, Although in structure we find 
techniques which are traditional, in vocabulary we do not 
find traditional features, apart from the klesis, 
tTe. 
In vocabulary we find one word of which Euripides 
is our earliest witness: ävotaTpew; two epic words (Ooös, 
XvQQwöns), one heavy compound (yvvatKopipw). We also find 
two adjectives, one metaphor (avotattpnvaTc), and one 
personification (YvvatKop 
.i 
QtoX ). The style is elevated 
to a small extent and there is some ornament in the. passage. 
The appeal is short and it does not sound like a 
solemn one. The being invoked is not treated as divine, 
though it is personified. 
BACCHAE 991-96 
The refrain of the fourth stacimon (repeated at 
the end of the strophe and the antistrophe), is a kletic 
appeal to Dike, to manifest herself at Kithaeron1 and 
punish Pentheus, by killing him with her sword2. Here we 
have the same problem as in Hipp 1370: in the oxford 
edition (and the edition of Roux) we read dtKa, a common 
noun; Dodds, though, in Bacch. 370, quotes our passage as 
an example of personalizing abstractions and he writes QMKfl, 
a proper name. Justice is by all means personified in this 
appeal; and she is one of the abstractions which are 
treated as divinities: she is personified in lies. Th. 902, 
0ý. 220; for her worship cf. ML 3.2,2132, Cult; 5, p. 446 
th %her cult is probably of late emergence, perhaps in the 4 
-- 34 o_ 
century B. C. ). In Euripides, Dike is also personified in 
Med. 1389, Hipp. 1171, fr. 151 N2 (Andr. ), fr. 222 N2 
(Antiope), fr. 979 N2 (inc. fab. ), etc.; in Aeschylus 
she is often personified: cf. Sept. 415, Ag. 250,383, 
773,1432,1535, Cho. 244,311,461,646; and so is she 
in Sophocles: cf. Ate 1390, Ant. 451,853, OT 274,885, 
Trach. 808, El. 475,528, OC 1382, fr. 11 N2 (Aj. Lokros). 
Among the above passages she is treated as divine in the 
t. following: Eur. fr. 151 N2 (daughter of Zeus), A. Sep 
415 (sister of Ares), Ag.. 383 (ßwuös of Dike), Soph. Ant. 
451 (EüvotKOS Twv K&r Ocwv) , OC 1382 (EÜvc5pos Znvös). 
For prayers or hymns to Dike cf. also Eur. Med. 1389, 
A. Ag. 773, O. h. 62. 
Our prayer is short: it consists of an epiklesis 
only: klesis (iTw), the name (AIKa), the manner of the 
appearing phrased with two epithets (cf. Rh. 224: zo 
npns, 
evvüxios), 
and a participle indicating the required action 
" at her manifestation (cf. Hel. 1495: 1TEuzrovZes), which 
together with the klesis form a prayer (cf. Hel. 167: 
1 -ýi . VoXoiT' exouacit). The klesis is in anadiplosis but 
accompanied by an epithet each time. For the epithet 
Eiý nýopos cf. the commentary of Dodds, ad loc. and the 
epithet "roý1 prls in Rh. 224. In Soph. Trach. 808 she is 
Troivtiuos. Tov 
aOsov ävouov a61KOV implies the reason for 
the appeal and for the invocation of Dike (see on Hel. 167, 
p. ). The appeal is in the'Er-Stil". The double 
imperative makes it sound like an incantation, as Roux 
remarks at 1.977. 
It is a short appeal and it does, not sound like 
VI 
a solemn one. The being invoked is not treated as-divine, 
- 3+1- 
although it is personified. The appeal will be answered 
in the sequel. 
EUCTICS 
In Euripides we find two short lyrics of the 
euctic type, addressed to abstract personifications: Med. 
1389 and the formulaic end of IT. Pho., Or. * 
MEDEA 1389-90 
Jason utters a short curse to Medea, in which 
he appeals to the Erinys of her children and to Dike, to 
punish her. Erinys is rather a personification here, 
than a personal divine being, as the Erinyes are (cf. 
Cults 5, pp. 437ff). For the abstraction Dike see above, 
pp-351 -F. Some further examples in Tragedy, in which we 
have the Erinys (or the Erinyes) with Dike are: A. Ac. 
1432, Eum. 511, Soph. Aj. 
_ 
1390, Trach. 808 (the last one 
is a curse similar to our passage); cf. also O. h. 69.15 
i (to the Erinyes: opita AtKns E¢opärc); see further RE 
5.1, s. v. Dike, 576. The Erinys as an evil deity, an 
avenging fiend (cf. W. Linwood, A Lexicon to Aeschlyus 
s. v. ), is also found in A. Sept. 70; 723, Soph. Ant. 603, 
OC 1299, Fur. Suppl. 836, Pho. 
1 
1029. 
The appeal is in the optative, third person 
(as is common in curses). It isintroduced by the trad- 
itional aXXu. Erinys is called T£KVWV: cf. A. Sept. 70: 
7 Eptv)s vaTpos, and Ach. 1432: Tns 
eons 
iratdos litKpv. For 
the epithet ýovia (of Dike) see on Hel. 167, p. 52 . It is 
employed of Dike for a single time here and indicates her 
function as an avenging power (cf. RE. 5.1,576). Both the 
Knoke and Haldane do not speak Of these passages. 
-34.49- 
beings invoked are not treated as divine, but simply as 
personified. 
THE FORMULAIC END 
At the end of three plays (IT, Pho., Or., )1 the 
Chorus utter a short appeal to Nike an behalf-of the poet, 
for permanent victories in the dramatic contests. 
2 In 
Ar. E 581 we have a similar appeal for victory at that 
particular contest (the appeal is addressed to Athena, 
who is associated with Nike). For Nike, the personification 
of victory, see on Ton 452, n. and Nilsson, op cit., 
p. 34, Cults 5, p. 444, ML 3.2,2069,2075; she had no 
separate cult in the classical period, but she is considered 
as a personal being: cf. RE 17.1, s. v. Nike, 294. Nike, 
as the personification of victory (not as an 
cVwvvuia of 
Athena) appears once more in Tragedy, in Soph.. Ant. 148; 
cf. also O. h. 33, Pi. Nem. 5.42, Isth. 2.26, Bacchyl. Ep. 
3.5,5.33,10.15,11.1,12.5, Epigr. 1.1. 
Nike is apostrophized in the second person, with 
3' 1 an exclamation (w) and an epithet (acpvi), reinforced by 
the adverb peym: this is a unique expression for an 
invocation (cf. A. Suppl. 141: acµv&s ueya patpds). By 
this title of honour Nike is presented as-a principal 
goddess. In Soph. Ant. 147 she is called pcyaawvupos. Esuv1 
which comes from the common religious stock, is employed 
of her for a single time. The prayer follows in two 
optatives. For the prayer Tov 
Euov ßioTOV KaTexots cf. 
u Pi. 01.13.25: y voioxpövov anavra and O. h. 72.9 (to 
Tyche) : Xi ropat cc uoaeiv oewi,. In many O we find a 
-313- 
prayer concerned with theßioTov or aiov: cf. O hs . 19,20, 
25,28,29, etc. Nike is rather treated as a divine being 
here by the solemn invocation pcya acpvn. 
HYMNS OF PRAISE 
In Euripides we find three examples of songs which 
eulogize or speak of the power of an abstract personific- 
ation: Alc. 962, Hipp_ 525, fr. 897 N2"(inc. fab. ). * 
ALCESTIS 962-982 
Introduction 
After Alcestis' funeral and a dirge of Admetus 
on his fate, the Chorus philosophize in the fourth stasimon 
on the power of Necessity. 
1 The song turns to a hymn to 
'AvayKrj, who is personified and treated as a deity. 7AväyKf 
was first treated as a deity by the Orphics (cf. RE 1.2, 
s. v. Ananke, 2057f); she was also personified and played 
an important role in the speculations of the early philos- 
ophers: of. Parm. B 8.30, A. 37, Herakl. A8 (identified 
C 
with cipappcvn), Thal. A 1(35)', Gorg. B 11(20), etc,; for 
the cult bf 'AväyKn Cf. Cults 5, p. 447 and ML 3.2,2073.2 
In Greek Tragedy she is seldom treated as personified: 
of. A. Pers. 569, PV 105,514,1052, Soph. fr. 235 N2 
(Thyest. ), Eür. Icel. 514, frr. 475 N2 (Likymn. ), 716 N2 
(Telex), 1022 N2 (inc. fab. ) ; it is only Euripides 
who treats 'AvayKrl in the Orphic manner (cf. RE 1, : i. V. 
Ananke, 2058). 3 And among our evidence our song is the only 
hymn or prayer to 'AvayKn; cf. also fr. ad. 501 N2 in which 
she is also called Osös. 
*H 525 is analyzed by both Knoke and I3aidane; 
Haldane also analyses Alc. 962. 
_3yy_ 
Structure 
The song starts with a personal statement, in 
which the omnipotence of Necessity is illustrated: some 
further hymnal songs which start in a somewhat similar 
manner are A. Aq. 160 (1.163), Soph. Trach. 497, Enr. 
Med. 627,1A 543; cf. further Pi. fr. 169. This is not, 
though, a-hymnal beginning. The antistrophe is closer to 
the hymnal techniques: it starts with the povos formula 
(cf. Keyssner, p. 35): this sentence indicates the 
goddess's nature. Then we have an apostrophe to the goddess 
by an epithet only, which includes a prayer, in the 
optative (for prayers in hymns on the ý3ais of the god, 
see above, p. 12)): this is nol a prayer for a particular 
service, but it is a prayer for a blessed life, as is the 
case with the prayer in the Orphic hymns, which belong to 
the same type of hymns. The prayer is followed by a yip- 
sentence, which functions as the Begründung: the power of 
Necessity. In this part the personal pronoun is used 
twice (see on Hipp, 1268, p. 26T ). The song to 'Avayfcn 
ends here; the Begründung is an actual praise of 'Aväyxn, 
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Examination of the hymna1 
featuresando the rm1teria1 
For the theme of our song in general of. Thal. 
Al, 35 (Die? -Kranz): 
iaxUpö'tatov aväyKn"KpatcT 
Yap nävTwv 
Moschion fr. 2 N2: w Kai 9swv KpaTOOa Kat Ovntwv uövfl iiotp' , 
w atla sc rcyic TE iUaT1'jvwv ßpoTnv, ( Iräv'roau' 
ctV 
yKfl, Qt. uyvov 
Tý KaT' c> vwv'hp v epc{SEts T aSc xarpEias CUydvJ cf. also 
Sim. 542.29f. 'AväyKn is called 3cä here (cf. also fr. ad. 
501 N2 ), and 7roTvta (this is employed for a single time of 
her and it comes from the common religious stock). The 
öauäýEty motif is common in our evidence: Eros is öauäans 
in Anacr. 357; in Sapph. 1.3 we read: Säuva, in 102: Trö©u. 
däýetia.... St' 'AýpodiTav; in The. 1388: dapväts 6'62Iv©pw7rwv 
uIt 
.... ýp&vas; in Pi. Nem. 7.90: Ftyavtas os cöauaaas, etc. 
For the mention of Orpheus here cf. L. M6riclier, Euripidc at 
1'Orphisme, 1AGB"18(1928), p. 28: it is an allusion to 
the magical voice of Orpheus. 
A For povas ö'OUT'C11i ßwuoüs 
etc. cf. A. fr. 161 N2 (Niobo), on Thanatos, and Moschion 
fr. 2 N. For similar prayers for a blessed life cf. 
2 
O. hs. 8: ýövv 63 ov uüaTrliai 1rpö¢cttve; 11: 
äya$rjv $' 
oiraaov Biototo TEXcurrv; 13: TrcpnoLC cvOXDOV 016TOU TCXOS, 
etc. 3 SGG tkCr ýýitKGrý ý. A j, -7. 
Vocabu1ary-Sty1o 
Of the sacred vocabulary we find eight words: 
1.6var , FawüS º pPý-TaS , 3c5 , otatYCw , x1veL ,r tv4a 
The diction is not picturesque; we find, though, six 
adjectives and two metaphors (VZTCiOct. oC fiEa , 6cvrvcclxýv ). 
In vocabulary we find one word of which Euripides is our 
earliest witness: &Tvr ru; some epic words: thxx , 
yrjpug , vcvw , äajA ; one heavy compound: rto%ur vors 
_3 f1_ 
The article occurs twice. The common hymnal stylistic 
techniques are not found. The style of the song is not 
elevated and in ornament it is rather poor. 
* I' * * IK 
To puh up, the, song does not sound Jtke a solemn 
hymn, but in character it is a hymn, of the type of WRRO 
vµvoL : it is an actual praise of 'Avdyw , though not 
conforming to the traditional techniques. Of the typical 
hymnal features in structure and phrasing we find a few 
only. 'Aväyxn is treated as a divine being. The song 
is perfectly suitable to the context. The tone of the 
song is purely philosophical. 
HIPPOLYTUS 525-564 
Introduction 
The nurse is leaving the stage in order to 
carry out her secret plan about Phaedra, praying for 
Aphrodite's co-operation. The Chorus then sing the first 
stasimon on the destructive power of Love (se, e on Iii > >. 
1268, p. 26T ). Eros belongs to the abstract personif- 
ications who were mainly thought of as real personalities. 
1 
For the personification of Love cf. Iles. Th. 120 (where he 
is called a god), 201; for his cult cf. Cults 2, pp. 625f, 
and 5, pp. 444f, ML 3.2,2075, and Barrett's Commentary, 
p. 261. In*Greek Tragedy Eros is personified and treated 
as a divine being in Euripides mainly: 
2 
cf. Hipp 1274, 
Bacch. 405, IA 548, frr. 136 N2 (Androm. ), 269 (Auge), 
430 and 431 (11i220,663 (Sth eneb. ), 897 (inc. fab. ); in 
Sophocles this happens three times: Ant. 781, Trach. 354, 
_3yß-- 
441; in Aeschylus Erotes are personified once: Suppl. 1042. 
Hymns to Eros which have come down to us are: O. h. 58, Soph. 
Ant. 781; cf. also Alcaeus 327 and Anacr. 358; for the 
statement of Plato (Sympos. 177c) that Eros has never had 
a song of praise composed for him, see S. and A., pp. 269ff. 
St ruc tur e 
The hymn starts with an invocation of Eros by 
name, in anadiplosis, a relative clause and a participle 
referring to Eros' power. There follows a prayer with two 
optatives, without a transitional particle, and a YdA - 
sentence which functions as the Begründung of the prayer, 
which in fact shows the god's power again; here we find 
the god's Y(. ' phrased with a common expression of origin. 
This is the first strophe of the stasimon, which has a 
typical hymnal structure of the euctic type. But the song 
does not come to an end yet and the prayer is not its main 
aim. Some further examples of <ocULxoC ü4vot, in which we 
find a prayer at the beginning are: O. hs. ii, 27,29. In 
the first antistrophe the Chorus express their devotion to 
Eros and celebrate his power. The second strophic pair 
exemplifies his power: see on Soph. Tr ach : 497, P- 
M. 
In the strophe we have the first example, in a long 
narrative sentence with a past participle and a verb in 
the aorist at the end; the narrative concludes with a 
commiserative exclamation? In the antistrcphe we have the 
second example: it starts with an apostrophe to Thebes 
(cf. Bacch. parodos 120); the narrative is very short and 
again we have a past participle and a verb in the aorist. 
The song ends with a Ydp -sentence, a statement on Aphrodite 
-30- 
(with whom Eros is associated, see on Hipp. 1268, p. Z6 ), 
and this is a sort of Begründung for all that has been said 
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Barrett in his Commentary has collected certain 
hymnal features of our song, as well as echoes from our 
lyric evidence, and it becomes obvious that most of the 
motives in the song are borrowed from other songs. Eros' 
Y voc is new (see further Barrett, ad loc. ). For Eros the 
poet uses two metaphors from the military phraseology-. ' 
., n6paovrn : 
these are apparently in assoc- Lo-cpaTEVOn 
iation with his bow. The two epithets employed of Eros, 
ztýcxwvcc and 3t löoOxos are new: the former recalls the 
bad aspect of Eros (cf. Alcaeus 327: 6CLv6zatov UW , The. 
1231: CX6tXLos ); this epithet is also used of Eros in 
Eur. fr. 136 N2 (Androm. ); 4 the latter is related to his 
association with Aphrodite; ''in O. h. 58.4 we read of Eros: 
ruxvTw xX V8o gxc vm ; cf. also O. h. 1.7 (to Hecate) : rravz6r, x6ai-Lou 
Xä xx jöooxov üvacav. 
5 
For c Cotxxwv yxu eU vI Mä 
X6PLv cf. Alcman 59a: yXux6Q u xatci 3 wap&av CaCvcL ; 
cf. also Hom. h. 5.45: y uxw Cicpov tußahc Ot4q U. a. 
Zeus to Aphrodite). For some further examples of the 
destructive power of love, cf. The. 1231ff. 
Vocabulary- Styl e 
Of the sacred vocabulary we find -five words: 
(Pave CTIQ , ex, 50LS , uS ,i. vcaoa (twice), 
tcpbv . The 
diction is picturesque: we find thirteen adjectives (one 
of them is ornamental: Cepxv' tct)(os ); eight metaphors: 
ö xaz bu uw ark c .S, oü% trcLMPazeic L, Uxoc .... ir1QL. v , 
: kcý, &uwv xXnECOXov TtL Am äcuýra , &MMCsv aoa , n6, cý ich ... . 
3catmüvaaev f TUXV Tq Tio-c mve t; three similes : rxi, ö' öruu -cc ... , 
oGtc Y6p mP6S... oZov... CrIaLV j pXL0t, b'ota zgs...; 
-351- 
one personification: ar6un Alpuri ., In vocabulary 
we observe the following: we find one word of which 
Euripides is our earliest witness: zepauvov (also in other 
Euripidean passages) ; many epic words: o i, Cw , ata , 6o 
T up8w , zchtos , rcb , xxrcu äß, ixdo=L; one 
heavy compound: O 6oixov The article occurs ten times. 
We have three participles referring to Eros (etcdYw , 
nP80vra 
, Cdvza )f one relative clause (6 .... ozacet, s 
); 
there we also find an anadiplosis twice ( "Epx , "Euxfs , 
&%Xar. , äUwrg ), three exclamations (CS) in the narrative 
parts. The common hymnal stylistic techniques, am 
found to a considerable extent. The style of the song is 
not particularly elevated; in ornament it is rich. 
***** 
To sum up, the song sounds like a solemn hymn, 
though not totally conforming to the traditional techniques. 
. 
Iý 
Eros is celebrated as a powerful divine being. The song 
combines the three types of praise: thegxaLc , i. e. the 
power of the god, an expression of devotion, and narrative. 
The first strophe can also stand as a separate euctic. 
The principal theme of the song is the destructive power 
of Eros and this is even stressed by the prayer at the 
beginning. Of the typical hymnal features in structure 
and phrasing we find a, considerable amount. It is 
perfectly suitable to the context, and as Barrett says in 
his Commentary (p. 257), "disaster is about to break on 
Phaedra too". 
-39- 
Fr. 897 N2 (inc. fab. ) 
In RE 9.1, s. v. ii mnos, 163 we read of this fragment 
the föllowing: "ein kurzer Preis des Eros steckt in den 
Anapästen"; we also read ad loc.: "Besonders charakter- 
istisch für Euripides sind anapästische Hymnen mit . 
philosophischem, namentlich physikalischem Einschlag: 
fr. 593,594,912". Furthermore in Athenaeus (who quotes 
this fragment), 13.561a we read: " enc ToüTOLC Tote X6YoLc 
980EC Tots 'T xpo3QL TGN CpLAcaÖ( V TLEpL TOO gfxyto taLL a«TOVS TL ECTtcty 
xa« TT. Epc xä»OUs. xac exeyOnaav A6Yo4 (QLA 7 OL i irtoAXoL' &v ohs 
TLVes xa( euvnu)5'vcvcxzv -roü chnv. Lxoü cpL?, oodccov E{PLnt&ov ., äT, -v, 
wv AV «j taoc" (there follows our fragment). 
The song is not an actual 
hymn in structure1; it contains several reflections on 
Eros and thus it has a merely philosophical tone; in 
content it is a cpwMs vµvos . Eros is treated as a, 
divine being: he is called baCVxoj (which is equivalent 
to &o in Euripides; cf. Bacch. 84,100,416). The 
song turns to a praise of Eros, of his pleasant aspect. There 
follows a'prayer for a moderate love-life, which indicates 
the dangerous aspect of Eros. The song concludes with 
advice'to the young ones for a moderate love-life: this 
is unique among our hymnal evidence. The theme of our 
song is common in Euripides: cf. Hip 525,1268, Med. 
627, IA 543; in fact Euripides often deals with the two 
aspects of Eros: cf. RE 6.1, s. v. Eros, 495. 





nöLotos : on the former cf. Med. 844 with the Commentary 
bf Page, ad loc., and Wilamowitz-Möllendorff, Excurse zu 
-353- 
Euripides Medeia, Hermes 15 (1880), p. 498, n. 1 (= Kleine 
Schriften i (1935), p. 34, n. 1). In A. Gr. 12.2.5 Eros is 
associated with the Graces. Eros isýg6s in O. h. 58.1 and 
in A. Gr. 12.2.5. In Eur. Alc. 790 Aphrodite is ý8C (also 
in A. Gr. 6.290.2). The 6YPLoL -rp L recall his epithet 
dYpt. oS in A. Gr. 5.177 and 12.48. At the middle of the song 
we find a ydp -sentence which functions as a Begründung. Of 
the typical hymnal features we find a few in our song: three 
. epithets 
(one of which appears for a single time: TtcuCcu 
oo(PCa, Q ocpe-rfj one participle (gxo the y6p -sentence. 
The article occurs five times. The diction is not 
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To sum up, the song though not hymnal in 
structure (it contains, however, a Begründung and a 
prayer), is a hymn in content: it deals with the natura 
of Eros, who is praised as a divine being. It belongs-to 
the type of OPLXOi, v4.1VOL and it has a philosophical tone. 
Of the typical hymnal features. we find a few only. Echoes 
from our evidence are rare, though the theme of the song 
is common. 
SURVEY 
From the analysis presented above of the hymnal 
lyrics addressed to abstract personifications, the 
following general observations can be offered. 
1. In nine cases Euripides addresses various 
abstract personifications, according to the principles of 
the various types of hymnal songs: five of these lyrics 
are short appeals, while the remaining can be taken as hymns. 
2. Five of the abstractions addressed are established 
personifications in Greek literature and later cults: 
Dike (twice), Eros (twice), Thanatos, Eirene, Nike; one of 
them is a merely philosophical abstraction: Ananke; 
lastly, Lyssa is a personification which appears in 
Aeschlyus and Euripides- only. 
3. The following of these abstractions are treated 
like divine beings: Ananke, Eros (twice), Thanatos, Nike, 
Eirene. The rest of them are simply personified. 
4. The longer among these lyrics, though hymnal in 
character, do not commonly conform to the traditional 
-35(- 
hymnal patterns, with the exception of Kresph. fr. 453 
which is an actual kletic hymn. Yet, we find a consider- 
able amount of such hymnal techniques. 
5. Those lyrics whose main aim is not prayer are 
all cPaLxoi, üµvoL and they have a philosophical tone. 
6. All of them are suitable to the context, and 
thus the selection of the beings addressed becomes well 
justified. The treatment of these beings is the traditional 
one, as found in other songs among our evidence. 
7. The epithets employed of the beings addressed 
commonly come from the common religious stock; a few of 
them are new, but they still apply to the traditional 
treatment of these beings. 
8. The longer among them consist either of a 
strophic pair (Alc. 962, Kresph. fr. 453, though not 
complete), or of*two strophic pairs (Hipp. 525); fr. 897 N2 
can be taken as "astrophic". 
9. Most of them are uttered by the Chorus (A1c. 
962, Hipp. 525, Kresph. fr. 453, the formulaic and, Bacch. 
977 and 991); two of the short appeals are uttered by the 
heroes of the play. 
10. Two among them only sound like solemn hymns: 
Hipp 525, Kresph. fr. 453. These two also are the only 
ones which are also decorated songs. 






IN AESCIHYLUS AND SOPHOCLES 
In Aeschylus we find five lyrics in which abstract 
personifications are addressed according to hymnal 
principles: Suppl. 359f, Lg- 773-81, Cho. 726f, Eum. 321-27; 
837-46. *., These personifications are: Themis, Dike, Peitho, 
Nyx (twice). Except for the last one, the rest of them are 
established abstract personifications; Nyx is not an 
" ethical or political power or" idea, but. -it is a physical 
concept which was also personified in Greek mythology and 
has a hymn in the Orphic collection (cf. O. h. 3): in fact 
she ,s not a goddess. 
' She is included in this chapter 
since she is treated as a personal being. These passages 
are classified in the following hymnal groups: a) kletics 
and subtypes: Suppl. 359, Cho. 726, Eum. 321; 837; 
b) hymns of praise: Ag.. 773. The first two are short 
appeals. The remaining are longer lyrics (they are 
"astrophic"). All of them are uttered by the Chorus. In 
group a) we have two lyrics of the xXt3 type (in Eum. 321 
we find the verb UX03L , in Eum. 837 the verb &Lc , which 
is 
not common in such appeals), one lyric of the CEcrv type 
(the verb C8ovro is employed), and one lyric of the kletic 
type (the verb ovYxara43f x is used which is unique among 
our evidence: cf. Ar. Ran. 386: ov cpaot hei. , Ran. 399: 
e oAoL ). in group b) we have a lyric which is not 
hymnal in structure2; it speaks of the nature and power 
of Dike and has a purely philosophical tone: thus it 
* None of these lyrics is analysed by Knoke. 
Haldane analyses Cho. 726 (the whole lyric) and Eum. 
321 (the 6 oc ioC tvos as a whole). 
339- 
belongs to the type of (PLYJLI(6r, CU'VOC , as far as its 
theme is concerned. It is only Eum. 3213 and 837 which have 
a hymnal structure: hymnal invocation and Begründung. Both 
of them are strictly dramatic lyrics. In group a) we find 
epithets of the beings addressed, which are new: ZxeOLa O uLS 
nct'W 6OXCCL ' IAzEp (of the Erinyes) NEE . The theme of 
the song to Dike is. unique among our evidence; it deals, 
though, with the traditional conception of Dike: she 
honours the righteous man and is against guilt. Of the 
typical hymnal features we find two participles only. 
Generally, all these lyrics are not close to the 
hymnal patterns. We hardly also find words of the sacred 
vocabulary and echoes from our evidence. The style is 
elevated to a small extent in Ag. 773 and Eum. 837. In 
Ac. 773, Eum. 321; 837 there is also some ornament (metaphors, 
adjectives). They are all suitable to the context and 
the selection of the beings addressed is thus well 
justified. Among these beings it is only Themis who is 
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Turning now to Sophocles, we find four lyrics 
in which abstract personifications are addressed according 
to hymnal principles: Ant. 781-801, OT 151-157, El. 1066- 
69, Phil. 827-32. * To these we can add El. 111 and OC 1574- 
78 where abstractions are addressed together with certain 
gods (these two lyrics have been examined in Chapters I and 
II). The abstractions addressed are all established 
personifications: Eros, Pheme (twice)4, Hiypnos, Ara, 
Thanatos. These passages are . classified 
in the following 
hymnal groups: a) kletics and subtypes: El. 111, Phil. 827; 
b) euctics: OT 151, El. 1066, OC 1574; c) hymns of praise: 
Ant. 781. Except for Ant. 781 and OT 151, the remaining are 
not long lyrics. Ant. 781 consists of a strophic pair, 
OT 151 is "astrophic". They are all uttered by the Chorus 
(except for El. 111 which is uttered by the heroine). 
In group a) we have two kletic appeals with the verb X&tv ; 
in Phil. 827 the klesis is repeated at the end with the verb 
CAL in anadiplosis; in group b) we have two euctics with 
a demand in the imperative: OT, fl. 1066; the third 
euctic contains a wish with the verb tci. t 0U° plus an 
infinitive, and an invocation of Thanatos with the verb 
XL w (such a prayer is not common among our evidence: 
of. OT 205: 06XOLu'cv plus an infinitive) ; in group c) 
we have an actual hymn to Eros, both in structure and 
content: it is a cpt ULU C UuWDQ In all of these passages 
we have a hymnal invocation. The epithets employed of 
the beings addressed are all new (except for &vc of Hypnos). 
* Both Knoke and Haldane analyse Ant. 781, OT the 
paredos (as a whole), Phil. 827 and OC 1574 (the whole 
stasimon). 
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The theme of Ant. 781 is borrowed from Ilom. h. 5; the 
treatment of Eros is the traditional one. 
Generally, in all these lyrics we find a consider- 
able amount of hymnal features, but a few echoes from our 
evidence only. There we do not find many words of the. 
sacred vocabulary. The style is not elevated; in ornament 
they are not rich, with the exception of Ant. 781 in which 
the diction is picturesque. They are all suitable to the 
context and the selection of the beings invoked is well 
justified. All of them are treated as divine beings, 
except for Eros in Ant. 781. 
GENERAL CONCLUSIONS ON THE 
ABSTRACT PERSONIFICATIONS 
IN GREEK TRAGEDY 
The examination of the hymnal lyrics addressed to 
abstract personifications offers some interesting 
conclusions on the techniques and attitudes of the three 
tragedians. 
Euripides offers the most of such examples, 
followed by Sophocles. All three of them address 
established personifications, with two exceptions in 
Euripides (Ananke, Lyssa). Dike is addressed by both 
Aeschylus and Euripides: Aeschylus praises her, Euripides 
prays to her. Eros and Thanatos are addressed by both 
Sophocles and Euripides. They both praise the power of 
Eros, and both pray to Thanatos. The Euripidean prayer to 
Thanatos recalls the Sophoclean prayer to Hypnos to a small 
extent. Both Sophocles and Euripides treat most of these 
-363- 
beings as divine. Aeschylus does not treat them as divine, 
but simply as personified. Euripides offers the most 
examples of lyrics which are close to actual hymns; 
Sophocles comes next; this does not apply to Aeschylus. 
Although Euripides is not especially interested in the 
(UQLxds C)wos to a god, he appears to be interested in 
this type of hymn to abstract personifications. The 
treatment of these beings is the traditional one in 
Euripides and Sophocles; this does not generally apply to 
Aeschylus. 
Lastly, Aeschylus appears to be different from 
Sophocles and Euripides as far as the composition of the 
lyrics under consideration is concerned. Sophocles and 
Euripides compose lyrics to abstract personifications, in 
which we find a considerable amount of hymnal and traditional 
features. And it is mainly in Euripides that we find some 






HEROES AND HEROINES 
Apart from the various deities (including the 
abstract personifications), the Greeks also worshipped their 
heroes and heroines. 
1 For the Greek heroes and their cult 
cf. L*. R. Farnell, Greek Hero Cults and ideas of Immortality, 
Oxford, 1921, K. Kerenyi, Die Heroen der Griechen, Zürich, 1958, 
W. H. Rouse, Greek Votive Offerings, Cambridge, 1902, pp. 3-37, 
J. N. Coldstream, Hero-cults in the age of Homer, JHS 96 (1976) 
8-17, RE 8.1, s. v. Heros , 1111-1145, and E. Rohde, Psyche. 
Seelencult und Unsterblichkeitsglaube der Griechen, 2nd ed. 
Leipzig and Tübingen, 1898, pp. 146-199. 
In this chapter, I shall examine lyric passages 
addressed to Greek heroes, and which can be classified in 
the various types of hymnal songs, as examined in the preceding 
chapters. As heroes and heroines I take the established 
(human) personages of Greek Mythology (whether Pan-Hellenic 
or local heroes), who were worshipped by the Greeks. 
2 A 
distinction will be made between those who are dead and those 
who are still alive in the play. 
3 These heroes fall mainly into 
one category: they are heroes of epic and sc c_. 
Our evidence for songs addressed to heroes and 
heroines consists of the following: Alcaeus 283 (Helen), 
298 (Kassandra and Ajax)4, Sappho 44 (hector and Andromache). 
Pi. fr. 169 (151) 5 (Hercules), Bacchyl. Di th. 15 ('RYTv%, vO` %5cL%, ºi. 
'-. Ayl, -S 'Ana 
-mais ), 16 *(, KQcmýi%'s ), 17 ORIDCOL K, 9ttoe's ), 
18 (O. -CFüS) , Pi. Pyth. 11.1 ff (Semele, Tno, Alknene), Nem. 
7.85 ff (Hercules), Paean ii (the local hero Abderos); in the 
.... ,,. ý . _., ... W.......,., . w..... ý...,. _. W.. ý. ý,.. __ 
ý. 
_. cý::,, 
3 6- = 
epinikian odes of Pindar and Bacchylides we also find heroic 
myth: e. g. Pi. 01.13.84 ff (Bellepheron), hem. 1.33 ff 
(Hercules), 3.32 ff (A40t. K1sat-), 10.49 ff (Diosturoi), Bacchyl. 
5.56 ff (Hercules), 13.100 ff (Achilles-Ajax), etc. Cf. 
also Gr. L. P. pp. 88,99,120,252 (on Stesichorus, Ibycus). 
To these songs we can add certain passages from the Homeric 
poems, in which the epic heroes are addressed in hymnal terms: 
e. g. I1.9.96. 
In Greek Tragedy we have the following examples of 
lyrics addressed to heroes and heroines: A. Suppi. 348-53; 
418-37; 966-974, Cho. 157 ff; 332-39. Soph. OC 1491-99. 
Eur. Alc. 435-75; 569-605, Suppl. 277-85, Androm. 507 f; 
523-5; 789-801, HF 348-441; 673-700; 798-814, IT 170-177, 
El. 127-139, Tro. 587-90; 591-94, [Rh. ) 342-87. 
To help our analysis, these lyrics will be classif- 
ied into the following groups: 
a) kletics and subtypes: 
6 A. Suhl. 348, Cho. 157; 
332. Soph. OC 1491. Eur. Suppl. 277, Androm. 507, El. 127, 
Tro. 587. 
b) euctics: A. Suppl. 418; 966. Eur. Androm. 523, 
IT 170, Tro. 591. 
c) Hymns of praise: Eur. Alc. 435; 569, Anýp" 
789, HF 348; 673; 798, [Rh. ) 342. 
As a type=specimen for a hymnal song to heroes I 
shall take Pi. Pyth. 11.1-16 (which_imitates the hymnodic 
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KLETICS AND SUBTYPES 
In Euripides we find three lyrics of the kletic 
type (Androm. 507, El. 127 and Tro. 587), and one lyric of 
the ýVEty type (Suppi. 277), ' addressed to heroes. Two of them 
are short appeals (Androm. 507, Tro. 587); the remaining two 
are longer prayers. In one case only the hero addressed is 
dead (Hector in Tro. 587). The heroes addressed in the 
remaining three examples are alive in the play: Theseus (Suppl. ), 
Neoptolemos (Androm. ), Orestes (El. ). 
SUPPLICES 277-85 
After the critical attitude of Theseus towards 
Adrastus, the Chorus, consisting of Argive women, appeal to 
Theseus in a desperate attempt to secure his help. They remind 
him first of his heroic origin, which they have in common with 
him (11.263 ff. ); this recalls a typical hymnal element, 
. 
the link between the god and the petitioner. For Theseus as a 
hero see HC, pp. 337-42 and Kerenyi, pp. 235-265. Before their 
actual prayer, they call on each other to implore the hero: 
this recalls a hymnal feature, the exhortation to praise 
(here to prayer); on this see on Hipp. SSlp. 2.8v(in this part 
notice the anadiplosis at the beginning, 11.271 f, a sacral 
iteration as Collard remarks ad loc., and the use of the 
sacred verb ßäýý j., Their appeal to Theseus comes naturally 
at this point. It starts with an invocation of the hero, not 
by name, but by two adjectives (he is present): the first is 
propitiatory, Rýos , and belongs to the sacred vocabulary 
These lyrics are not examined either by Haldane or by 
Knoke. 
. -3 Ti - 
(see Keyssner, p. 69), and the second is honorific, cgoKt\, ro roC 
Theseus, however, was a local hero, worshipped in 
Attica only (see HC, p. 338). There follows a verb of praying, 
if a. v-cok. -. ac, , and this is a common hymnal feature (see on Ion 452, 
p. 30 ); the verb employed here is also found in Ar. Thesm. 
977 and 1155. The 'verb of praying is accompanied by a 
participle, v. ýRýivovýa.: for participles with the prayer 
cf. Zt fev') +661 Two prayers follow, the first in the 
imperative, the second in the sub uictive, plus tom. (for 
öi. Kita'at. 
cf. A. Suppi. 1030 and for ý KQ, ý. 
ýýns 
cf. Eur. Med. 1251). 
With the second prayer we have a new invocation of Theseus, by 
the noun T&Kvov (cf. Ion 452: w 
meat, 
and a second verb of 
praying, iKeu-üuo (which is commonly employed in prayers). At 
the end we find an 
iSEty prayer with the verb 
Vojrzi; oV which 
is not common in prayers to gods. The final sentence forms an 
especially strong appeal to Theseus' humanitarian feelings 
(cf. A. Sept. 110; 144, Soph. OT 170). 
Of the typical hymnal features we find a few only in 
our prayer: invocations with epithets, verbs of praying, a 
Begründung implied by the expressions 9A ZEKVWv !+ LKCýT0. v 
% 
.... t*%xmv , and 
EZýeLgwv ýrRL 5äAeuoV 
. Notice also the 
use of the personal pronoun at the beginning (see on Ion 452, 
p. 30 ). Of the sacred vocabulary we find two words only: 
ýLýos LKEYEVUJ In vocabulary we only observe the use of 
epic words ( ýEYKäS r a, Y"toý. a. ý. , 
äý. ýýýýzvLý aýý, thS X-1-" 
Ornamentation is poor. 
The prayer is personal and it is under the 
competence of the particular hero to fulfil it. Theseus is 
treated as hero while yet alive, as a distinguished human being 
(see above. n. 3). 
.r 3", 
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ANDRONIACHA 507 f 
,ýý --,. 
-- 3 ý3- 
Andromache walks into the stage with her hands bound with 
bonds, accompanied by her son and followed by Menelaus. They 
both lament their fate, and the son appeals to his absent 
r 
father, Neoptolemos, to appear and release them. It is a 
short, instinctive appeal. The son expects help from his 
father, not from heaven. For Neoptolemos as a hero, see 
HC, pp. 311 ff. The appeal consists of invocation, not by 
name but by the noun no-re?, which shows the link between the 
appealing person and the hero (this word also belongs to the 
sacred vocabulary as an epithet of certain gods; see further 
Keyssner, pp. 22 ff); then we have the klesis (the typical 
verb ýoatýv in the optative), with a predicative adjective, 
En, Kou? os (see on Hel. 1495, p. 60 ; for the sacred 
adjective eRmov os see Keyssner, p. 102). The noun 
6Lýms 
shows again the link between the hero and the appealing person. 
" The appeal is personal. The hero is not treated as such. 
ELECTRA 127-139 
In her monody Electra laments her fate and 
appeals to her brother, Orestes, to come and release her 
from 
her sufferings, and take vengeance for the murder of their 
father. Before the actual appeal to Orestes, we have an 
introduction to it, repeated from strophe a. For Orestes as 
a hero, see HO, p. 412 (no. 94) and p. 317; and Ker6nyi, 
pp. 354-59. Orestes is not invoked by name, but by the 
expression -rýogxov cv ovF, which shows their link-. The 
questions T4": a n& tv , -rives otlxov recall the 
invocation 




O. hs. 42 49,55, etc. The noun örýEýýLv also shows the link 
between the appealing and invoked persons. There follows a 
klesis'in the optative, with the verb and two 
predicative adjectives, avtx. e and Enkou os : on the former 
cf. Keyssner, pp. 110 ff, on the latter see above, p. CO 9 
With the klesis we have a mention of the place which he iz 
summoned to visit (see on Ion 452, p. 3i ). In this part an 
exclamatory apostrophe to Zeus is inserted, in anadiplosis, as 
if his help is requested. And indeed, it is noteworthy that 
Electra appeals directly to Orestes, not to any deity to send 
Orestes to Argos. 
Of the typical hymnal features we find a few only: 
'I 
t 
invocation with epithets (though not sacred), the link between 
It A the two parties, a klesis. The expressions O TQäv 
Ev %'aýL OtS 
ýtrtwv 
..... and ct, % 
ä. 
-cwv E)ccrtvav imply the Begründung. Of 
,rI 
the sacred vocabulary we find three words only: ýaUo:. C _º 
%u'tu. e , 
ERLtOt)OS In vocabulary we only observe the use of epic words 
( aýxtEüw , ýLOEos º 
äýtiý, 
tý, S º KE%\ )% ornamentation 
is not 
poor: we find seven adjectives and one metaphor (Ke oct. s lo15 
The prayer is personal. Electra does not appeal to 
tkt. 
gods, but straight to Orestes, who is expected to act. He is 
not treated as a hero. 
TROADES 587-90 
When the Achaeats seize Andromache, she appeals to 
Hector to appear and release her. For Hector as-a hero, see 
IIC, pp. 328 ff. The appeal is short; it consists of 
invocation, not by name but by the noun n; c%c (which identifies 
It 
ii 
.. _3 ý5- 
the person invoked with Hector, and also shows the link 
between the two), and klesis (we have the'typical verb k. &O Jv 
in the optative) with a predicative adjective, 
ä 
a k9, (cf. 
also I1.5.644,11.823 and Keyssner, pp. 107 f). The 
,., 
expression. C'äs So. ý%. ? xos shows again the link between the two 
parties. The inserted lines by Hecabe denote that the hero is 
dead, and recall the typical hymnal feature, the god's abiding 
place. 
The appeal is personal. Andromache does not appeal 
to gods for help, but to her dead husband. This is different 
from the appeals in Androm. 507 and El. 127, where the heroes 
addressed are still alive and can help the appealing persons. 







In Euripides we find three lyrics of the euctic 
type addressed to heroes: Androm. 523, IT 170 and Tro. 591. * 
All of them are short appeals. In two cases the heroes 
addressed are dead (Hector in Androm., Priamos in Tro); In 
one case the hero is considered as dead (Orestes, in IT 1/0). 
ANDROMACHA 523-25 
After the appeal of Andromache's son to his father 
Neoptolemos Cl. 507), the heroine appeals to her dead husband, 
Hector (cf. also Tro. 587). Her appeal consists of invocation, 
not by name but by his KEVCs and the noun nöcts (which shows 
11 their link) in anadiplosis, and prayer with uF- and optative 
(see on Hal. 167, p. 4Ig ). The heroine appeals to him for 
help against Menelaus. The predicative adjective crvWa. xov 
is also found in Eur. Suppl. 626. The hero is not treated as 
such. 
IPHIGENIA TAURICA 170-77 
Iphigenia invokes her "dead" brother as she offers 
libations to him. It is a dedication-prayer, without a 
demand for a particular service (cf. also IT 463; cf. further 
Eur. fr. 912N2). Orestes is not invoked by name, but by a 
1 
periphrasis which also includes his patronymic; for 
gaaos, 
which is also used of gods, see Neyssner, p. 128. The verbs 
(t 
t1E)ul and SEUa , belong to the sacred vocabulary and are used 
in prayers of this type. Orestes is not treated as a hero. 
Neither Knoke nor Haldane examine these passages. 
_1 ý 
:r 
- 57r- I 
TROADES 591-94 
Following the prayer of Andromache to IHector, fiecabe. 
appeals to Priamos with a prayer c toKO-Ta. crc? ob; ýS' (for similar 
prayers see on Hipp. 1370, p. 326 ); in Soph. Try. 1040 (to 
Hades) we have the verb ev'J a ov. Priamos is invoked by name 
and epithets; one of them belongs also to the sacred 
vocabulary (ýEcrnwro-: cf. Bacch. 582). Priamos is not 
treated as a hero. 
HYMNS OF PRAISE 
In Euripides we find seven examples of songs which 
eulogize or speak of the "res gestae" of a hero in narrative 
style: Alc. 435;. 569, Andr. 789, HF 348; 673; 798, IRh. ] 342. * 
Since the Greek heroes have also a human character, the songs 
I 
of praise addressed to them can also be classified as gy-'Ok t 
(see Introduction, p. L6 ), and we have to distinguish-between 
Etlo voc. and s6Kw\%. toV : on this see Alexander, p. 4: FncuVoS 
4lEV C'tSi1, 
ÖVS 
E 0., VLSWV ýOS eLS , f, ýkWý-lOV 
ors " Y1 
F, x6-vLýwv floc ka. 
As 
. Of the heroes addressed one 
is dead: 
Alcestis (Alc. 435); one is considered as dead (Hercules, in 
HF 348). In the remaining examples the heroes are still alive 
in the play: Admetus (Alc. 569), Peleus (Andr. 789), 
Hercules (HF 673; 798), Theseus (Rh. 342). 
ALCESTIS 435-75 
After Alcestis' death the Chorus sing the second 
stasimon which is a propemptic, though the heroine is not a 
Haldane examines five of these lyrics: A? . c. 
569: HF 
348; 673; 798 (11.763-314), and Rh. 342. Knoke examines two 
only: Alc. 569 and HF 348. As far as Alc. 569 is concerned, 
they both examine its narrative part only, as a hymen to AT)")13,0. 
_3rF_ 
departing traveller (see further on Hel. 1495, p. 5f ). It 
is the third sort of propemptic, as distinguished by Menander 
(p. '395): it is uttered by an inferior to superior; in this 
case it is an encomium; and our song is a praise of Alcestis; 
she is praised for the particular deed, which is the theme of 
the play. On this cf. Alexander, p. 4: the song is an 
e M-omium i. e. ý1qos E, ýx, 
60. vt3wv ne«. 1ceºs Ka. Xä. s Of the other 
items which a ýropemptic may contain, we have the prayer (though 
not addressed to any deity), and a wish to accompany her (see 
on Fiel. 1495, p. 5 ). For Alcestis as a heroine cf. Gr. L. P., 
p. -102 (her wedding narrated in the 'ýSiýa- Eng 
1Eýýc1 of 
Stesichorus) and Eur. Alc. 1003 with L. Campbell, Religion in 
Greek Literature, London, 1898, p. 306.1 Alcestis is treated 
as a human being in our song, but a distinguished human being 
1 (_' \ S% ), tt O, %u w flow w 6waý K. aP to -t a. V ). 
The song begins with an invocation of the heroine not 
by name, but by her 6&4oS , followed by a wish in the optative 
Una propemptic the prayer comes at the end, cf. Menander, 
p. 399). For the participle : (a tourcx see Keyssner, pp. 130 ff. 
./ Then we have an affirmation to Hades with the usual verb tTh. ); 
at this point the praise of the heroine begins: she is a' 
distinguished woman. Then they turn to'Alcestis again and refer 
to the honours she will receive from the mortals. This 
implies that she will pass to the heroic sphere. The wish to 
escort her is followed by the central praise of her particular 
deed. It is introduced`by the traditional Tv dä, (cf. Norden, 
" p. 157); here we have a new invocation of the heroine by 
epithets. There follows a new wish for Alcestis. Her deed 
is. further stressed in the last antistrophe, with a new praise 
in the cV style. The stasimon concludes with an ethical 
..., ., ý 
prayer of the Chorus on behalf of themselves (cf. Pho. 1060). 
The song does not have a typical hymnal, structure. 
In content it is an "APuTaaoa 
ä,, 
although it is not strictly 
narrative. Of the typical hymnal features we find invocations, 
prayers, the use of the personal pronoun in the praise. Of 





Of the sacred vocabulary we find nine words: 
Cat eoVCSa , 
I. 
crCW , EOS ' \e) ov6t. I kaeovIMS 
Vöýa. j, 6t1a " Fo r the expression 6wýxi. º- ä. etCrTC. cf . iiom. 
h. 
23.1: 7-%-A. \! a %w\1 
a 
To\ Q, etaTOJ For 
1 
the verb . E%nEL'/ cf. 0.11. 
62.1, and for KajovrES cf. Hom. hs. 31.18 and 32.19, O. hc. 
1.1,34-. 24,6i. 3, etc. The expression 
o ffvxv xc. ) / is 
borrowed from Hom. h. 4.33. For the verb nLkjL 1Et'/ in the 
.ý1 
sense "to escort" see on Hel. 1G m. ý9ýý" 
Env /ýýýao cSötý. o« 
is borrowed from Ii. 23.179, aýna, ai, crt,, lýýävaýS from Pi. fr. 
76; Hades is called 
dto.. 
c on. lj hest. (this 
epithet is employed of a Centaur in Hes. Sc. 186 and of Nessos 
in Soph. Trach. 837). For äaveotS 
vktvojs 
cf. Soph. OC 1222. 
The style of the song is elevated. We find four 
words of which Euripides is our earliest witness: o%, V, -FU0w º 
J6keonoLnoS º 
ýtý, kc, ono$ (also in Alc. 252), TsQc voJ (also in 
other Euripidean passages) ; many epic words ( ýF-Aa. ýYcu. t%1S º 
it 11 OeRoS º AeE Qs º k%1Ew I Atria ps I 
EE. °'ýov 
º 
ckiLý, t, ýýJ , etc. ); 
three heavy compounds (ýýýýaýXcutuS vEteonokxnoc º k. ovQ'ono^ol, ) " 
Ornamentation is not poor; we find twenty-one adjectives, of 
which one is ornamental M 
To sum up, the praise of Alcestis does not follow the 
patterns of the praise of the gods, as examined in Chapter III. 
Though not an actual hymn, it sounds like a solemn pra'Lse" In 
-- 3Y0- 
fact the song is a propemptic; the heroine is praised for 
a particular good deed. 
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A part of this song has been examined in Chapter III, 
as a "play within a play". Here I shall examine the song as a 
whole, which is in praise of Admetus. 
cf. Gr. L. P., p. 102" (the %II 
In our'song he is treated as a hnman being and. is praised as 
the most powerful and richest dynast in Thessaly, 
1 
and, mainly,, 
for his hospitality. This praise is of the same type as the 
praise of Alcestis in the preceding stasimon: it is a Abes 
ýýbavý3ýv ýýa EºS x cL \Lc " 
The song opens with an invocation of the house with 
epithets; the house is identified with its master (cf. the 
Commentary of Dale, ad* loc. ) 
2, 
who is mentioned in this 
invocation by the noun ä, v5 
ö$. 
The praise of the house follows 
introduced by the y pronoun 6e, as is common in hymns; this 
praise is the narrative on Apollo's servitude to Admetus, 
which recalls the "pars epica" of the hymns of praise, though 
it is not the central theme of the song here. Then they turn 
to Admetus without invoking him. Their praise is phrased with 
a series of verbs, the first in the second person, the 
remainder in the third: Mr-JS (this recalls another hymnal 
element, the god's abiding places , 'ct, 
üLta-L 
, rceatuvEt, (f or this 
verb see on Hipp. 1268, p. 2. O , and Keyssner, p. 54). The 
praise is continued in the last antistrophe, which deals with 
the specific event which inspired them to sing this sorg. 
They pass to it through the it 
i, 
vvv (cf. also Soph. Art. 
1140), and they use one more verb in the past tense. The song 
concludes with maxims3 and the expression of their admiration 
For Admetus as a hero 
of S. tesichorus). 
(cf. also Pho. 1054). 
-3V- 
The stasimon does not have a typical hymnal structure 
and it is difficult to classify it: it is not an 'APE-t4oý%tx, 
though its theme is the good deeds of Admetus (namely his 
hospitality); it is a praise of his power but not in the same 
sense as in the case of the ýuditothymns to the gods; generally 
there is a tone of admiration for Admetus, which recalls the 
tone of devotion in certain hymns to gods. Of the typical 
hymnal features we find an invocation (not of the hero but of 
his house), the "pars epica", the use of the personal pronoun, 
the transition to the main point by ka., -vV . The epithets 
employed of Admetus (N-odetw &Z--a- ) do not come from the 
sacred vocabulary. Of the sacred vocabulary we find nine 
words: a. EL , 
nüU1OS 
, EVaVp0. S I %IQL. E LV I %Oa. pV6L I -u6eovL 
v\EVO. 
x 
0V S K. eQ. 'LVviý1. kGU. Vv ýI " 
The style is elevated. We find seven words of which 
Euripides 
II 
is our earliest witness: Vw, \ovo ý. &S , nO i. VL CV 
Q)4Lvs (a lso in other Euripidean passages), ctvk. noL cuý. Voýa. t, 
tlo%r4o Ll "t' ' Ka1N. Vct. oS (also in Med. 
835) , 
tnnoý a. cs'tS (also 
in Phaeth. fr. 771N2); one hapax leg. (ä? tt' 
&av"5); many 
epic words (nv1SFLVoc" ,v?. 'Avcvs , 




etc. ) ; nine heavy compounds (nod'jlEtVO , 
ý. tu. ý, ovö s , notKý'ýöýet ,v ýtiö v, tloavý. ý. KýotäLaV , krýi11ýVo of , 
MCIOUI a. cty ' otE,. )K, ). Ornamentation 
is rich; we 
find seven teen adjectives (of which one is ornamental: 
výý- 
öý. 
wV ) ; one personification (vy%x. 
öýuOv EikMäJ ; cf . Od. 
12.357: S4cös vkx. 4ýJ. OLo ); one periphrasis (ö. KM 
Jov 
CvLt-& 0ü 4 
%. clfO Co.. (tty , for darkness). 
To sum up, this song of praise does not follow this 
patterns of the hymns in praise of gods, although we have a 
"pars epica", which turns to a praise of Apollo. Yet we find 
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ANDROMACHA 789-801 
When Peleus has rescued Andromache and the child, 
the Chorus, consisting of women of Phthia, sing the third 
-- 381- 
stasimon which concludes with a praise of Peleus; they speak 
of his three glorious deeds: his fight against the Centaurs, 
--"-h4 s voyage with the Argonauts, his participation with Hercules 
in the enterprise against Troy. In that, the song is an 
ýQ 
PETa. aoýýa,. The Chorus express their admiration for the 
hero's courage and this is inspired by his recent deed in 
rescuing Andromache. For Peleus as a hero cf. HC, pp. 310 f. 
Apparently, in our song he is treated as a hero of saga. 
The lyric is short. It consists of invocation, not 
by name but by his patronymic plus an epithet, and a mention of 
his three glorious deeds, phrased with infinitives dependent on 
the verb nc-LýroýL aL . The narrative does not 
follow the usual 
patterns (see above, p. 221 ), and it ends abruptly. His three 
deeds are given in outline. His second and third deeds are 
also the theme of Pi. fr. 172, in which Peleus is treated as 
a hero (n%%ac- a4u)&oj) ; cf. also Pi. Nem. 3.32 (Euripides 
does not borrow. anything from Pindar). Hercules is called 
IS v : cf. A. Eum. 321 (Aa, co'S .v tc , of Apollo) , Suppl. 
40 ( ivty negovov -Go 
öS 
,, of Epaphus) . For 
Fogý vvo tL1. ) 
of. I1.16.140 ff (quoted by Garzya in his commentary, ad loc. ). 
Of the typical hymnal features we find one invocation 
only. Of the sacred vocabulary we do not find any word. In 
I 




c a, ) and one hapax leg. (vrt'rto7to. r. Ornament- 
ation is not rich (we find, though, six adjectives). 
The song does not follow the patterns of hymns in 
praise of gods, although it deals with the "res gestae" of the 
I 
hero. This narrative song starts with an invocation of the 
hero, and this is not found in any of the narrative songs 
examined in Chapter III. Nevertheless, our song does not 
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HERCULES FURENS 348-441 
After Lykos' condemnation of Hercules' wife and 
children, the Chorus, consisting of old men, sing, the first 
stasimon in praise of the hero - who is supposed to be dead - 
as they feel helpless. Instead of singing a dirge,. they sing 
a real hymn to Hercules. In the last verses only there is a 
short lament (see also the Commentary of- Wilamowitz, p. 86); 
in the beginning also we find a word appropriate to the 
occasion (oL,,, vov )1; this also gives a hieratic tone to the 
song. 
2 
For Hercules as a hero see HC, pp. 95-174 and Kerenyi, 
pp. 137-223. Hercules is treated as a hero in the song (a semi- 
divine being). The song is in narrative style3 and deals with 
the hero's glorious deeds; in that it is an A? Vta. ioýta.. 
Such a song could be sung at the tomb of the hero as a cult- 
song. 
The song has a cult-pattern: it consists of 
prooemium which announces the hymn, a long "pars epica", 
refrains with different words each time4, and a concluding 
part; thus the narrative does not end abruptly; the concluding 
part is inspired by the last labour of the hero. Thus, this 
narrative hymn is different in structure from the narrative 
hymns to gods examined in Chapter III, which are closer to 
the Dithyrambs of Bacchylides than to cult-patterns. In the 
rather long prooemium, which is not of the same type as in 
the Homeric hymns orthe inscribed cult-hymns, we find a 
mention of the hero not by name, but by a participle showing 
his present abiding "place, and by his dotrhle ýE. Vos. 
For the &LtE formula cf. Norden, pp. 146 f and see 






crat. cLý. cýä, ýuaýº. ct, ý. cöý9wv 5t, ' E. ýÄoýýäS 
ýE%ýý 
cf. Hom. h. 2 (pw "Tý .... 
'1 lý I a. ýxoý-%. 6-66ý6'. v )º Pi. Pyth. 9 
1)(O-? mCX TtLSO_ q,; vtoV&O. v Here we also have an 
outline of the song; cf. Hom. h. 5 noAjxe"oo AýP66C%As 
They then pass to the narrative by the n f: xrov VL'; for the. 
common manners of transition to the narrative in hymns, see 
above, p. 236. Each topic is connected with the preceding by 
Tý. The narrative is mainly achieved through finite verbs Zv- 
the past tense. 
Of the typical hymnal features we hardly find a few, 
since it is a narrative hymn: the prooemium (though not tradit- 
ional in structure), the6FVO5 of the hero, participles 
(except for one, the remaining come from the narrative). Of 
the sacred vocabulary we find seven words: nat&o- , k. vwcaL 
ý1 11 11cýc- F, výoýa, s a, PEYp,. EQ, J JýuýJ. The expression 
nAwrYevo %QVCE' W is borrowed from Hom. h. 3.185. For Cvty of. 
Hercules -see on Andr. 789, p. 384. Songs in which we find 
topics of our hymn are: - k. fr. 74N2 (Heracld. ): the slaying 
of Geryon (cf. 11.422 ff); in our song he is called 
dwvm-tos , in Aeschylus Ze-RtvXos ; Pi. fr. 169.6: 
Geryon; 
1.9: Diomedes' horses (cf. 11.380 ff); in both songs we 
. 11 find the word 6cIi, -tva, i S; for 
cgx&CE 
RýýooS cf. Pi. Nem. 
3.23 
1 
of Hercules) , and Nem. 7.90 (f 
6avzas 
LI -) 
Or, Asa. to &c) ; Pi. 01.10.15: battle with Cycnus (cf. 11. 
389ff). Generally, Euripides does not repeat these songs. 
The style is elevated to a great extent,. We have 
many words of which Euripides is our earliest witness: 
wXäý ýý v5 , Yý. 
ägoý, 
c, ý, os , 
öý, 
ýlýFo 
wS, %c. x. koöoS, ýoý? 
ti 
VH rý , eQ 
aioeos. 
, 
eKnaeäw (found also in other Euripidean passages), 
Ecttý'wtiýI ý, ý 
I1 
, 'ýPVCraK, oýK. J(ýS , oPi: ºt , 
ü"'C6CýcL 
SV(f'C c. o' výt, uwsös , RuQöövuJ toc , 
ä. `ýöEý1tý. tö5 , f1ý, 
1J'ýlöia. ýýoj 
-- 38s. 
º ýlveln1Ct70. ý/OS º nüiýV6O%'OS / Cr%)VVt, +, O5 º npo"" xTv6Eöcr-to ýos 
ttaP1one hapax legomenon: 01 ýveoePýý"s ; many 
epic words: &o? r L, LaxEuO º EJEeo%. ºa 
ýI. Ka"Avntoki. cU.. º 
öPEkväkt. oS r 
eva'. Q WºE Jo \oS º 
ä-i15 
, etc.; many heavy 
i 
compounds: oeE vo . ov , r_CLxktSLvas ,x fvcro%. 
oavoV 
º crotz. t. \ovuytov º 
I I. ibKýövov º a'SQolbewa't. I a, eýJPoýpýi, ýý º e. VOi 
.. k'cas/ º 
kX%'q_-AC)b 'e°' , (1\)esöVV3-co.! º etc. Ornamentation is very rich. 
We find fifty-two adjectives, four of which are ornamental: 




J'CW Vº no j t. .; º noXILMOT 
ot/. We also 
find two metaphors (öa. s cNý wý .... 
ES oP»jc /-e Y0. 
Leuý'v 
rtto.. voZS tiAenv and two personifications uvo6E InKvc4oS 
w äcfteuwnovs tE ratýcsxc. v oLxous .... ) . 
To sum up, the hymn to Hercules, although it has a 
hymnal pattern and is an actual praise of the hero, does not 
contain many individual hymnal features; we do not also find 
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HERCULES FURENS G73-'700 
After Hercules' return the Chorus sing the second 
stasimon, which is a song of rejoicing. A similar case,, and 
a similar song, is Soph. Trach. 205. The second strophic pair 
of our stasimon is an actual hymn to Hercules. For the unity 
of the stasimon and its relevance to the context, see the 
convincing views of H. Parry, the second stasimon of 
Euripides' Heracles (637-700), AJPh 86 (1965) 363-374, and 
H. Neitzel, Die dramatische Funktion der Chorlieder in der 
Tragödien des Euripides, Diss. Hamburg, 1967, pp. 11 ff. 
Hercules is treated as a hero (a semi-divine being)-' The central 
theme of the song is the hero's ýEýE`3os äýE-cKs, and in that it 
is a Sn"tJo s (cf. Alexander, p. 4). 
In its greatest part the song is the announcement 
of the celebration for the victory of Hercules; we have the 
same in Trach. 205. A further common point between the two 
songs is the mention of the ncL%cW, of Apollo and of. the flute. 
This song of praise has a peculiar structure: most of it 
functions as a prooemium, which starts with a personal 
statement of the " Chorus. The expression 
m LSw 
recalls the traditional hymnal prooemia (cf. }Io m hs. 
12,18,27,30). In this expression we have the theme of the 
cI 
song: Hýaxýc. oý s Ko. ». / º-o% ; cf. Hom. h. 5.1. For noc. 
ä. vaS 
1c. EýO &crw cf. Hom. h. 3.161 (\)txjoj vats ovG s/ ) and Pi. Paean 
7.11 (KE?, 
c%Xv. 
a'a-j dwSäv ),. With the verb KýýaSKýýº. ý we have an 
apostrophe to the hero (sn,. 6o7is ..:. ), with a mention of 
his 
palace; in the Hymnus Curetum, 1.9 we read: tc. a, 
%., 
6-täV'CEs 
ä. ýiývý. Fýý t ov o+& ý4. ) '1 ovEPr . The actual praise of the 




see on HF 785, p. . For floA2va. 44J %ºýTýcf. & cf. 
cf. Hom. h. 3.156, Sim. 519 fr. 55, Bur. Hec. 463. For Aids 
ö ncxC 5 cf . Eur. Bacch. 416 (ö Sa. 
ý 
L. w ? . 6-tos nr. 
L S Parry 
(op cit. ) has collected many echoes from Pindar's Epinikian 
Odes. 
Of the typical hymnal features we find a'few only: 
the announcement of the hymn in the prooemium, the hero's ýc%IDS 
three participles referring to the hero. Of the sacred 
vocabulary we find ten words: 
i5ý ExoeEJC c sJ 





i. oxtcrcou6aL, nCLLO-Va. S I 
üýtVoicfl. 
J, 
t1aI, 5 ' A-PE. Ta. " 
The style of the song is elevated; we find four 
words of which Euripides is our earliest witness: crvýtata. \A. I 
I 
Sv0 ý. L , 
6vlyÖ%, a- (and in other Euripidean passages) , oQoot% Sº 
ö#ýcý. os ; epic words (i. e7 c o, o f,,, 
I 5u. 
º xEýýS º Ikeiknvvº 
iaitsh'uý 
º 
t1Ee9vo ); four heavy compounds ca)1ALI% irxV , oZvoSOTool , 
bn-rcttövoO 
º 
Ornamentation is not poor; we find nine 
adjectives, two metaphors (6-03výi d-n 
EP-&S SEtVatä. ý' 3V)º 
one simile (K, 
vK., 
voS wS) 
To sum up, the hymn to Hercules, although it has a 
structure of its own, sounds like a solemn praise, with some 
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HERCULES FURENS 798-814 
The third stasimon is again a song of rejoicing 
(at Hercules' victory), which concludes with a hymn to the 
hero. On this see Parry, op. cit., p. 374: (the three 
stasima of the play) "all are variants of encomia .... The 
third stasimon-is a paean of joy unbounded, as the chorus 
see Heracles' recent feats as proof positive of his divine 
birth (805 f)". This praise is the summit of their rejoicing. 
The hero is treated as a semi-divine being again. 
The song begins with an apostrophe to the union of 
Zeus and Alkmene, in which we have the hero's birth-myth in 
brief (see on Ion 452, p. 31 ). The second part of the 
praise begins with a relative clause and it is a brief 
narrative of his last glorious deed. Then they apostrophize 
the hero, not by name. For the epithet used, zv? o. Vvo5 , see 
Keyssner, p. 83. 
Of the typical hymnal features we find a few only: 
the hero's birth, a relative clause, two epithets and a 
participle referring to the hero. Of the sacred vocabulary 
we find three words: A%. nw%j j, -cv, avvo 5, 
ý'Eo% S. In vocabulary 
we only observe the use of some epic words (AeviceoJ , (uVt. 
/J ýý. xos , vc ftc c os ). Ornamentation is not rich; we only f ind 
six adjectives and one personification (ä. Yüv 
, 50e& 
.... ). 
To sum up, the praise of Hercules does not follow 
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The Trojan guards waiting for Rhesus' arrival sing 
the. second stasimon which is in praise of their ally; they 
are impatient to see him. At the end of their song Rhesus 
appears and the Chorus welcome him with a new, short praise. 
1 
For Rhesus as a hero see BC, p. 289. In our song he is 
treated not simply as a hero, but as a god. 
-315- 
The hymn starts with a prayer to Adrasteia (on this 
see the commentary of Porter, ad loc. ), and their intention 
to sing on the occasion. 
2 
Then they apostrophize the hero, not 
by name but by his 6t, Jos ; there follows his birth myth in 
brief (see on HF 798, p. 373 ). Then they welcome him as a 
god and they pray for the liberation of Troy with his help. 
Here they apostrophize the hero by an epithet. The prayer is 
phrased with et s, plus optative. The praise concludes with a 
kletic appeal. What follows is the short welcome. 
The song is a mixture of praise, welcome and joy. 
It is not a hymn, strictly speaking, although it generally has 
a hymnal structure: prooemium - praise - prayer. Of the 
typical hymnal features we find a considerable amount: 
invocations, his 
4. 
vo$ and birth-myth, epithets and participles 
referring to the hero, personal pronouns (&v * o%. , C. ßä. Q )" 
Of the epithets employed five come from the sacred stock: 
Of the ýýu°4toq ? wVa. ýtý, aoi r ýEýaS ýa6ý%Ev 
ýc 
ßö5 
sacred vocabulary we find twelve words: 
(three times), CXCVVQtos 
XOPEü6El r, Yýlüý 
no.. (twice) , 
ÖLýioV 
ýýºgE bcxvK. gL 
For tie epithets of 
Zeus OL, 'Atos and Oa,,: atos see Wilariowitz, Gr. Versk. , p. 585: 
they also apply to Rhesus ("Rhesos koinmt zum Philios .... Er 
-- 3 76- 
hält seine Epiphanie Ö als avat os "j . For the motive c P)L 
ZEüs öca.. ic. oc. 
I, 
KEýs ' ýýQEi ýý .... , cf. Menarder, loc. 
cit..: äOýý vtrcEts E. v F oittýoýs tsvý. ýöaoýs a. vw9EV 
wrrn 
ti`t, 1iov 
&XILSQä, -GIS ä. xt s a+. vuýEv ý`ý, y. LV 
ö8t3da-a. 
.... Rhesus 
is called a kvk. Vos. In Homer we often have the use of animals 
in similes: cf. I1.5.299,11.129,17.133,24.572, etc. For 
, A. no-t' cf. Bacch. 
862. For ýý, ýwScS Movca cf . Bur. IT 1104 
( IcLvos 
0S 
ovacLc, 'Jt nFvf t, ) , Hel. 1109 (öQvt9a Eý1 fSSt) . 
The 7pithet noX%o-eXoJ is borrowed from Pi. Nem. 7.85. For 
Qo-ýtcü, 6t, fnL ots cf. Eur. Alc. 579 (Q, qý1ta. 
1 
Av6KLs ) and Hec. 90 
(Q, o tci. V Eýkca6ov ) ., 
The style is elevated. We find six words of which this 
play is our earliest witness: Ka. ýýc. ýEcýuýoS , 
`vSQoEt. sws 
r 
rteoýv'ca. s º novc+EE. 
u) 
º c2goctA w-toS some epic words: 
ý. ýRa ýZoS r ýRýä, 
ýn. ý, º Soxý-ia1 º aI, '-týTi º Kýnbýý ý. F vo , J 
ýcöý. nos . tc. Eýas , 
öýoýSö SF six heavy compounds: r-a. 7A%, 6Gct f OS r 
ot, /Or O.. vin. Tvts º ýA. %Qva'osJ º naýLct. eXoJ , -x oa'ocýc toV , kwýwVoKecioý:. - 
Ornamentation is not poor; we find eighteen adjectives and two 
metaphors (zbvtc»o e 
%Umv 
, Kök: Rovs .... ýti'ýcýSo'v. º-ca. S) - 
This is the only case among our evidence that a hero 
is treated like a god. Some scholars believe that Rhesus is 
a god akin to the Thracian Ares-Dionysos (cf. HC, p. 289). The 
deification of kings is a characteristic of the Hellenistic 
period (on this see the following chapter). To sum up, the 
song is not a mere praise, but a mixture of various items. 
Yet, we find a considerable amount-. of hymnal features in 
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From the analysis presented above of the hymnal 
lyrics addressed to heroes, the following general observations 
can be offered: 
1. In fourteen cases (including Rhesus) Euripides 
addresses various heroes according to the principles of the 
various types of hymnal songs: five of these lyrics are short 
appeals for help. The remainder are either longer prayers or 
hymns of praise (one of which is again short). 
2. In these lyrics ten heroes are addressed in total. 
In six cases the heroes are (or are considered as) dead; only 
four among them do not belong to the "dramatis personae"; 
e4ght of them belong to the epic and saga; except for one 
case, all of them are male. 
3. In five cases only the heroes addressed are treated 
as such; the remainder are treated as human beings; in one 
case the hero is treated as a god ( CRh. ] 342). 
4. The longer among these lyrics, though hymnal in 
character, do not commonly conform to the traditional hymnal 
patterns, with the exception of HF 342; Alc. 435, as a 
propemptic and CRh. J 342 as an epibaterion conform to Menander's 
instructions to a certain extent. Of the typical hymnal 
features we commonly do not find many. 
5. These lyrics, whose main aim is not prayer, are 
either )AeLZaýo6i- . (the hero's "res gestae" in narrative), or 
praise of his good deeds. 
. 
6. Those lyrics whose main aim is praise, are all 
suitable to the context and the selection of the heroes 
addressed is thus well justified. Those lyrics whose main aim 
is prayer for help, are suitable to the context; the heroes 
-371- 
addressed are selected for their link with the appealing 
persons (with the exception of Su221.277); it is interesting 
that instead of appealing for divine help, they appzal to 
heroes. 
7. The theme of the P. yrics whose main'aim is praise, 
is not treated by any other poet among our existing evidence, 
with the exception of HF 348. 
8. Epithets of the heroes addressed are commonly 
employed; some of them belong to the sacred vocabulary. 
9. The hymns in praise consist of a strophic pair 
(HF 673), or two strophic pairs (Alc. 435,569), or three 
strophic pairs with refrains (HF 348); Rh. 342 consists of 
two strophic pairs with an independent stanza at the end; 
Androm. 789 and HF 798 are "astrophic". 
10. Eight among, them are uttered by the Chorus; the 
remaining six are uttered by the heroes of the ploty and they 
a 
are all appeals for help. 
11. Two of the appeals for help sound like solemn 
prayers (Suppl., El. ); three of the songs of praise sound 
like hymns (HF 348,673, Rh. 342). 
12. We commonly find a considerable amount of echoes 
from our evidence, and of sacred vocabulary. 
13. Compared with other songs addressed to heroes 
(see above, p. 366 ), these lyrics are generally closer to 
hymnal patterns than most of those songs. 
. -ft 
I 
HYMNAL SONGS TO HEROES 
IN AESCHYLUS AND SOPHOCLES 
In Aeschylus we find five lyrics addressed to 
. 100. 
heroes: Suhl. 348; 418; 966, Cho. 157; 332. " All of them are 
prayers (three of the -type, and two euctic, s) . Three of 
them are short prayers. The heroes addressed are Pelasgos (in 
the Supplices) and Agamemnon (in the Choephoroi). Agamemnon 
is dead, while Pelasgos is one of the "dramatis personae". 
1 
With the exception of Cho. 332, which is uttered by the 
heroine of the play, the remainder are uttered by the Chorus. 
The three appeals in the Supplices all sound like 
solemn prayers; this does not apply to the appeals in the 
Choephoroi. In the lyrics frort the Suppliceswe find hymnal 
invocations and sacred vocabulary. 
The style is elevated to a small extent. Ornament- 
ation is not rich. 
They are all suitable to the context. The heroes 
addressed are not treated as such. 
Turning now to Sophocles, we have an entirely 
different picture. In his seven plays we find one lyric only 
which is addressed to a hero and has a hym nal character: OC 
1491-99. ** It is addressed to Theseus, who is one of the 
"dramatis personae", it is uttered by the Chorus, and it is 
a kletic appeal on behalf of the hero of the play. In this 
lyric we find a considerable amount of hymnal features and words 
of the sacred vocabulary. ' The appeal is suitable to the context. 
- The hero is not treated as such. 
*. ialdane speaks briefly of Cho. 332 only (she examines 
the lyric from 1.306 to 1.478). 
Neither Haldane nor Y. noke examine this 1y.. MJc. 
-yo1- ý, 5ýý. ýý8-31 ý" Su. g 966-q lq 
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ON THE HYMNAL SONGS TO HEROES 
IN GREEK TRAGEDY 
The examination of the hymnal lyrics addressed to 
heroes offers some conclusions of particular importance on the 
techniques and attitudes of the three tragedians. 
Euripides offers the most such examples, follow .d by 
Aeschylus. Euripides also offers all types of hymnal songs 
addressed to heroes. Aeschylus and Sophocles prefer the 
prayer. Sophocles in particular is not interested in such 
songs. 
The beings addressed mainly belong to the epic and 
saga. They are selected either because of the plot (they 
belong to the "dramatis personae"), or because of their link 
with the appealing persons. Thus the selection is well 
justified. In Euripides, however, we could expect an appeal 
for divine help in certain of these cases. 
It is only in certain Euripidean examples where the 
heroes addressed are treated as such. In the remaining examples 
they are treated as mortals. In one example the hero is 
treated as a god (Rh. 342). 
Both Euripides and Aeschylus offer examples which 
are close to hymnal patterns; this also applies to the single 
Sophoclean example. In certain cases the Euripidean examples 
are closer to the traditional hymnal patterns than his hymns 
to gods of the same type. 
The style of these lyrics is elevated in Euripides 
mainly; he also offers some decorated examples. " 
Lastly, the three tragedians show again a 
considerable independence in composition techniques from one 
I 
another; on the other hand, they are dependent upon the sacral 




A song in praise of a mortal was called Earcwkov 
CProclus, 320a). Pindar and Bacchylides composed such songs 
of which we possess fragments. Some other lyric poets who 6 
lived in the court of certain tyrants composed songs in 
praise of those people (on this, see Gr . L. P., pp. 9,251, 
256). The epinikian odes are also songs which praise 
mortals. l Euripides composed an epinikian song in honour 
of Alkibiades (cf. PMG 755 and C. M. Bowra, Euripides' 
epinician for Alcibiades, Historia 9 (1960) 68-79). in the 
2 Hellenistic period we have real hymns to kings, such as 
the hymn to Demetrius Poliorcetes (cf. C. A. 173-174, with 
K. Scott, The Deification of Demetrius Poliorcetes, A. J. Ph. 
49 (1928) 137-166 and 217-239), the song of Castorion in 
honour of Devnetrius of Phaleron (cf. PMG 845, Gr. Chorus, 
p. 195). On this phenomenon cf. Nilsson, GGR 2.2, pp. 
135 ff (Anfänge des Herrscherkults), RE 2.1 s. v. 
Apotheosis, 184-188, Cairns, Generic Composition in Greek 
and Roman Poetry, p. 218: "In hymns and prayers a divine 
addressee is the norm .... However, the real oddity 
in 
this area is when a human being is given godlike attributes 
and addressed in hymns and prayers. This is honorific. " 
On the other hand, the Greeks believed that the dead are 
superhuman beings, and they had a cult for them: cf. 
Rouse, Greek Votive Offerings, p. 4, Rohde, Psyche, pp. 





In Greek Tragedy we find lyrics with hymnal 
features, which are addressed to mortals (alive or dead), 
and which can be classified under the various types of 
hymnal songs as examined in the first three chapters. 
3 As 
mortals I take the beings which do not belong to Greek 
- Mythology, or,. if so, they are not heroes as defined in 
Chapter V. These beings mainly fall into one category: 
they are royal. Such lyrics are not many (since most of 
the "dramatis personae" belong to the class of heroes): 
A. Pers. 658-80, Soph. Aj. 348-53 and 356-61, Trach. 1024- 
1040, OC 237-253, Eur. Hec. 1089-95, Suppl_, 42-70, El. 
988-97. * All of them, with the exception of El. 988, are 
prayers of the kletic or euctic type. By the term prayer 
I mean demands for help. Eur. El. 988 is a hymnal 
expression of reverence, similar to the hymns of praise which 
express devotion (see above, p. ýý ). 
As a type specimen for a hymnal song addressed 
to'mortals I shall take an Aristophanic prayer-parody, 
since most of our passages are prayers: Ach. 566-568. 
* Neither Knoke nor Haldane examine these lyrics, 
































Pollmestor, seized and blinded by Hecuba, utters 
a desperate, short appeal to the Achaeans and the Thracians, 
to come. and save him. In this appeal we discern certain 
hymnal features: the solemn invocation of the Thracians 
(four epithets) ;a klesis (AYE , ýLcarvrE ); a Begründung 
(rovc.. t w! ev Vr, - 
BKV . nenö-jSci cJ ); anadiplosis (Qoäv 
6oäv 
, 
&-Wä SFwü. )" Of the sacred vocabulary we. find three 
words: vie , }moo eie ºct. For kaüE-L -TLs 
ýw oui 
'F-s &. 'KEC E4., 
.f It 




fr t . t. I T. 
L 
ae. ý Crr1Qe1LE6EL-j%ZV V. 
Veavi 
It is worth noting that in that critical moment the hero 
expects help not from heaven but from earth. 
-i 
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SUPPLICES 42-70 
... 4 0 7. 
The parodos of the Chorus begins with an appeal to 
Aethra to intervene and help them to collect their sons' 
corpses. The appeal is long and is uttered by women to a 
woman, by mothers to a mother. We discern a considerable 
amount of hymnal features. It starts with a verb of praying 
(Melr 
vw) 
and a participle (see Knoke, p. 19) . Aethra is 
invoked not by name, but by an epithet. There follows the 
prayer ( TEKVa, avcrat. ) and a long Begründung (11.45-53) . Then 
we have a second Begründung with a new invocation of Aethra by 
a sacral epithet (nö-rvim. ) : 11.54-56. There follow two 
prayers, the first in anadiplosis: jA-V(c . 
dos 
, ýEýäýo , nc fl11 ov 
ObEZV 
-'OFZgaL , and a new Begründung (öcrcrov 
enc 
.... ), a 
new verb of praying The appeal concludes with 
one more, long Begründung (11.63 ff). At the end we find a 
new prayer with a verb of praying. Of the sacred vocabulary 
we find five words: I. Ke-tfow (twice) , ), LctctoýLC-b m, ctoTVL ' 
For a similar kind of appeal (for intervention) 
cf. Eur. Ion 452. For Ea6cru ' oL'Y., v? c,. k4v 
oc 
crwv bcI 
ýý"ýý ýaEýaeoýS cf. . the appeal to Theseus at 
11.277 ff. 
The expression aoi. -c%. naý, PEcrtiL. vrVr, VoS recalls the 
5vvaraL. 
motive, see KeyssKer, VI-9 
The style of the lyric is elevated to some extent: 
we find three words of which Euripides is our earliest witness: 
Itrtaaýw 
, 
ýJ"10Q 05 , EüSErcv 
ös. (also in other Eüripidean 
passages) ; some epic words: )UcrgLr, aws ' toveos e 'i s' 
neoniýYý , ývýtos two heavy compounds: 
" 




ten adjectives (one of which is ornamental: 
öPcti oývt, )ý 
1 
one personification: ýF to ouS 
'h-WV üu ý. EaaS " 
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Klytemnestra arrives and the Chorus, consisting 
of local women, welcome her in hymnal terms, by which they 
show their reverence. The queen is apostrophized not by 
name, but by an epithet, the mention of her haunt, her 
y&ics ; then other relatives, besides her father, are 
mentioned, her brothers, the Dioscuroi; they are honoured 
in hymnal terms too, with epithets, parentage, a relative 
clause showing their haunt, and a participial clause. 
Then they apostrophize the queen again with the verb xaA-eE 
(see Keyssner, pp. 131 ff. ), and they express their reverence 
equalizing her fate to the gods' fate. The lyric. concludes 
with anew invocation of the queen and the verb %a%. eE" Of 
the sacred vocabulary we find eight words: nd. l , 
äcL%ZV , 




1 xaLeE (twice) , ýäKaeaS " 
The style is not elevated. Ornamentation is. not rich. 
Yet it sounds like a solemn, hymnal lyric. The 
queen is treated like a divine being. The song is similar 
to Rh. 342; it is an epibaterion. In Menander (p. 380, 
on the EnýSbazvI, eýos o, ) we read: 
c. rtov 'to povos ýCVR Evsc ü. twv C4CCX . 
aEtswýº 
w'Güuv 
f%lax. tSwý ". 
In our song her eovos (her divine brotherhood) is stressed, 
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ii. CREATURES FROM THE ANIMAL KINGDOM 
. In Monander (p. 332) we read that there exist 
songs of praise of animals. On the other hand substitute 
addressees can also be animals (see Cairns, op. cit., p. 
230 with [Erinna's] song qudted by Athen. 283D). 
PMG 939 is a thanksgiving hymn to Poseidon (attributed to 
Arion), in which the poet also addresses the dolphins who 
saved him (cf. Gr. Chorus, p. 155)t In Ar. Av. 209'5 676; 
7376 we have appeals to birds with hymnal features. 
In Greek Tragedy we find a few songs in which 
creatures from the animal kingdom are addressed in hymnal 
terms. 
4 
In Euripides we have two prayers to birds (Hel_ 
1107-1121 and 1487-94). 
8 
In Aeschylus we do not find any 
such song. From Sophocles we can quote OC 1568-77, an 
appeal to Kerberos, though he is not a common animal. ' 
As a type-specimen for a hymnal song addressed 
to a creature from the animal kingdom, I shall take Ar. Ay. 
676-684. 
i 
Haldane does not examine such lyrics (with the 
" exception of OC 1568, examined from 1.1556). Knoke simply 
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HELENA 1107-1121 
The first stasimon is a dirge on the Trojan War 
and Helen's woes. The Chorus invoke the nightingale to come 
and inspire them (see further on Hel. 167, p. 46 ). In this 
kletic appeal we find a considerable amount of hymnal 
features; 1 it starts with the personal pronoun (see on 
Ion 452, p. 30 ); the nightingale is invoked by a 
participial clause showing her abiding place, epithets and 
her name. In the invocation we find a verb of ;, ununoning 
I 
ava. 6oc%, "; cf. Eur. Pho. 676). Then we have the klesis 
( e3'c ) with a new invocation by a participial clause and 
a predicative adjective which stands as the prayer, together 
with the klesis (see on Hel. 1495, p. 60 and Keyssner, 
p. 102). What follows in the strophe is an outline of 
their dirge. The nightingale holds here the same role as 
UY-4wa. a.. the Muse; in Ar. Av. 737 this bird is called h1oüaa. 
I 
Of the sacred vocabulary we find one word only: 
Fa9E 
. For 
the epithet V. Eaw6V of the nightingale cf. Rh. 351: 
Eýwýov Moac . For the affinities between this song 
and Ar. Av. 209 ff. see the Commentary of Dale, at 1.1108. 
The style of the song is elevated to some extent: 
we find three words of which Euripides is our earliest 
witness: evLILo V(Jkve ds , Q,,, v 
6akLOs (and in other 
Euripidean passages) ;a few epic words i 
VcLLpJOR; 
Sovaös two heavy compounds: JEvv? oy-o' oMS 
ai. vöýaýos ornamentation is rich: 
2 
we find ten adjectives 
(one of which is ornamental: ' 95ovýäv one personification: 
Gvou)ot, s ýEvSPoKcý, o, s . 
Generally, it sounds like a solemn appeal which 
imitates the hymnodic prooemia and the kietic hymns. 
.I 
LleQ. LAo'1- AA . %4 44. A481-94- 
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The third stasimon, which is a propemptic (see 
on Hel. 1495, p. 5; ) includes an appeal to the cranes to 
bring the message to Sparta. In this appeal we find some 
hymnal techniques: invocation with epithets, two demands 
(. prayers) in the imperative. Of the sacred vocabulary 
we find one word: ULtE.. The cranes are called csüwot. oL. 
Vf, AEiwv 5toV o) : in Ar. Av. 676 the nightingale is called 
ývvoýý, 
zwv Eýwv vývw. l The appeal is short. A similar 
case is Eur. Heracld. 748, where elements of the natural 
world are asked to bring a message to Athens. 
ýýý_ 
SURVEY 
From the analysis presented above of the hymnal 
lyrics addressed to mortals and to creatures from the 
animal kingdom, the following general observations can be 
offered: 
1. Euripides addresses mortals according to the 
principles of the hymnal songs three times; and creatures 
from the animal kingdom, twice. Two of these lyrics. are 
short. Except for one, which is in praise of a mortal, the 
remainder are appeals of the kletic or euctic type. 
2. Of the mortals addressed two are royal. Of the 
creatures of the animal kingdom, he addresses birds. 
3. In all of them we find a considerable amount of 
hymnal structural and stylistic techniques. Words of the 
sacred vocabulary are commonly found to a considerable 
extent. 
4. All of them are suitable to the context; still, 
in one case, we could also expect an appeal for divine 
help (Hec. 1089), and in another case an appeal to the 
Muse, although the song is not a hymn (el. 1107). 
5. With the exception of Hec. 1089, which is 
uttered by the hero of the play, the remaining songs are 
uttered by the Chorus. 
6. Lastly, echoes from our evidence are commonly 




HYMNAL SONGS TO MORTALS 
" AND CREATURES FROM THE ANIMAL KINGDOM 
IN AESCHYLUS AND SOPHOCLES 
In Aeschylus we find one hymnal lyric only addressed 
to a mortal: Pers. 658-80. * No creaturc from the 
animal kingdom is addressed in hymnal terms. The lyric 
under examination is a kletic appeal to the dead king 
Dareius. l He is treated as a mortal in the appeal, but at 
1.634 he is called Lroýa. 
I 
. wv , at 644%-os and at 856 
. 1cr1 ýýos The appeal repeats the hymnal patterns to a 
considerable extent; we find invocations with epithets, 
klesis, the manner of appearing, prayer, Begründung with 
ýä e anadiplosis. Of the epithets employed in the 
rt 
invocations, two come from the sacral stock: na-tEq , 
V&erjorct 
" 
Of the sacred vocabulary we find six words: ýýý , ýýº9E , 
näTq I *vn. ts I 
VecrnoTa. 
, äýävh°v #. The appeal is long; it 
consists of a triad (at the end of each strophe we have a 
refrain-prayer). It is uttered by the Chorus. The appeal 1S 
for epiphany from-the underworld, in order to listen to 
their woes. The style is elevated to a small extent: we 
find one hapax leg. (KQocoQ rvroi two rare words 
, noav c)o. Tt )" C-Vk" ets two heavy compounds (Y-eov-61 toxvcov 
Ornamentation is rather poor. 
i 
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In Sophocles we have a different picture. In 
his plays we find three hymnal appeals for help to mortals: 
AJ. 348-53 and 356-61, Tr ach. 1024-1040, OC 237-253. All 
three are uttered by the heroes of the play and they are 
addressed by "superior" to "inferior". In these three 
cases the heroes of the play expect help from earth, not 
from heaven. The appeals are of the euctic type (two) and 
of the L5E_J -type (one). Two of them are prayers- 
o rtotca-caatob. s (Aj.,, Trach.; on this see on Eur. Hipp. - 
1370,, p. 3Z6 ). Of the typical hymnal features we find a 
considerable amount: invocations with epithets, 
participles or relative clauses (except for Trach. ); a 
Begründung in each lyric; prayers in the imperative; 
the transitional äaaä,. Of the sacred vocabulary we find 
a few words. The style of these lyrics is not elevated. 
Ornamentation is rather poor. 
They are purely dramatic appeals. 
As far as creatures from the animal kingdom are 
concerned it is only in OC., fourth stasimon (11.1568-73) 
where such a creature is addressed in hymnal terms; this 
creature, however, is different, is a divine animal: 
Kerberos (the lyric has been examined in Chapter II). 
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" GENERAL CONCLUSIONS ON THE 
HYMNAL SONGS TO MORTALS AND CREATURES FROM 
THE ANIMAL KINGDOM IN GREEK TRAGEDY 
The examination of the hymnal lyrics addressed 
to mortals or to creatures from the animal kingdom shows 
the extent to which the three tragedians employ the hymnal 
techniques in songs to non-divine beings. Euripides 
offers the most of such examples, followed by Sophocles. 
The beings addressed in Euripides are two queens, the 
army and the Atreidae, and birds. In Aeschylus a dead 
king is addressed; in Sophocles we have sailors, Hercules' 
son and the citizens of Colonus; we also have a mythological 
dog. With the exception of one lyric in Euripides, the 
f 
remainder are appeals of the kletic (and the subtypes) 
or the euctic type. Actual hymns of praise to mortals 
(or creatures from the animal kingdom) do not exist. Moat 
of these examples follow the hymnal stylistic techniques 
to a considerable extent. Words of the sacred vocabulary 
or echoes from our hymnal evidence are not commonly found 
to a great extent. Yet all these passages sound like 




I. Abstract powers or ideas 
In Chapter iv we examined hlnnnal songs addressed to 
abstract personifications, which are treated like personal, 
anthropomorphic beings. Here I shall examine some short ap- 
peals to abstractions which are not treated 
beings and thus they are not proper names. 
a few only : Soph. * Ant. 1328 (p16poc Eur.: 
dNayna ) ,' Suppl. 1146 (ö(xa ) ." 
. 
Hipp. 1384ff is a prayer aOTOxaTaarPoO% 
appealing to Hades or to Thanatos himself 
p. 326 ), the hero appeals to 'AL5QU Y3 
like personal 
Such lyrics are 
iipp. 1384 ('ALöou 
; instead of 
see on Hipp .1 370 , 
. This is not 
an established personification, it is an abstraction merely. 
The appeal starts with a Begründung; then we have the prayer 
" with eC plus optative. The abstraction is mentioned 
with two epithets. We do not find any word of the sacred 
vocabulary. 
In Sun-p1.1146 we have a short appeal of the kletic ty- 
pe to öC This abstraction is mentioned with an epithet 
). Justice . 
is not (z oos see on Med. 1389 p. 30 
. 
here 
conceived . as- an anthropomorphic bei ng ( as is the case 
with ANTI, -many times, see'Chapter iv), but it is with the 
consent of god that justice ( as an ethical idea simply ) 
may prevail. 
In both these examples the abstractions addressed are 
not treated as divine beings, not even as personal, anthro- 
pomorphic beings. Yet, we have two appeals with hymnal fea- 
tures. 
yý5- 
In the single Sophoclean appeal of this type ( Ant. 
1328-32 ) we have a short appeal of the kletic type to ud- 
pos by the hero of the play. It is a prayer Q6-toxazactpocpfSc, 
but not addresseclto Hades or Thanatos ( cf. also Eur. IIip . 
1384 ). In this appeal we have a klesis three times ( twice 
in anadiplosis ), epithets, a participle associated with 
the klesis and an örcwr. clause which shows the purpose of 
the appeal. Of the sacred vocabulary we find three words: 
CTca 
, q)a, V1Tu) , 
ÜnQTOs 
II. PLACES 
In Greek Drama we find hymnal appeals to places, which 
are commonly personified. * 
1 Furthermore we have the tyuwtLov 
- tbnou , the praise of a city or a land. 
In Menander ( p. 
332 ) we read ; "Tcv 6'a6 TE; Svnzav of uev nepC ndXcLc 
yCvovtaL anaLvol. ... ". In his chapter 
UcpC EtLvOLaxoü 
(p. 440 ) we also read : " uET6 Ta0Ta epc% tYxthuLov Tfic Xw' 
PaS,, örL ctxdzcs 86 zijv huezýpav xthpav AYannoev 6 sets... ". 
For the praise of a land or 
a city see Dsenander, pp. 344 ff, 346ff, 353ff, 359ff. Ano- 
ther occasion to praising a city is the auvtaxrLx6C ? byoc , 
(cf. Menander, p. 431 ). Such a praise of a city we find in 
songs composed for local religious festivals2 : cf. Pi. Paean 
iv, * Paean vi ( praise of Aigina in the last strophe ), Dith. 
fr. 76; cf. further Pi:. Pyth. 7 , Bacchyl. Q. 
13.77ff, Ar. Nub. 
299 f. f. For hymnal appeals to places of. Pi. 01.8.1ff, Pyth. 
12'. 1ff, ' Paean vi*. 1-6, etc. 
-y ýý 
Appeals to places in Greek Tragedy are the following: * 
A. 'Suppl. 117, ' Cho. 722, Eur. Med. 643,, Supp1.377, ' HF 781, 
'Ion 714, 'Pho. 226, ' Bacch.. 105-119. These appeals are clas- 
sified as follows : a) subtypes of kletic ; A. Cho. 722. 
b) euctics: A. Supp1.117, Eur. Med. 643, Suppl. 377, HF 781, 
Ion 714,, Pho. 226, Bacch. 105.3 'EYx6uLov zdreou we have in 
Soph. OC 668, Eur. Med. 824, Pho. 638; 818. Cf. also the short 
ey tthit, ov of Athens in A. Eum. 916-20. 
As a type-specimen for a hymnal appeal to a place I 
shall take Pi. Pyth. 12.1 , and for an 6yu(bULov -tcnou pi. 
Paean vi. 123ff. 
I 
I 
* Of these passages Haldane examines A. Supp1.. 11.7, Cho. 722, 
Soph. OC 688, Eur. Med. 824, ' HF 781 ( the whole lyric 763-814) 
and 'Pho. 226. Knbke speaks only of A. Supp1.117. 
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The prayer against the dangers of excessive love in the 
second stasimoft, is followed by a prayer against exile. The 
Chorus invoke their homeland and wish never to have a simi- 
lar to Medec; 's fate, to quit their homeland. The appeal is 
bare; it consists of invocation, prayer and Begründung at 
the end. Hymnal. features and sacred vocabulary are not 
found. The places invoked are not personified. 
SUPPLICES 377-80 
At the end of the first stasimon the suppliant women 
appeal to Athens for help. The appeal consists of invocation 
by a periphrasis, prayer in anadiplosis and Begründung at the 
end. Typical hymnal features are the anadiplosis and the use 
of the personal pronoun. Though short, it sounds like a hy- 
mnal appeal. The place invoked is personified. 
HERCULES FURENS 781-84 
The chorus rejoice at Hercules' victory in the third 
stasimon and they call on Thebes to participate in the re-1 
joicing. Instead of the city they invoke the local river, 
the streets of the city and the spring Dirce. 
2 They are all 
personified here. In the invocation we find some epithöts. 
It is a decorated invocation. Words of the sacred vocabu- 
lary are not found. 
ION 714-24 
The second staOimon concludes with an appeal to Parnas- 
sus never Ion to reach Athens. The appeal consists of a so- 
lemn invocation, prayer and Begründung with ynp The 
, 00- 
0 
place is invoked by periphrasis and a participial clause.; 
the place is honoured by the mention of its association 
with Dionysus. Of the sacred vocabulary we find one word: 
exoucaL . Yet, it sounds like a solemn, hymnal prayer. 
The place is not personified. In style we observe the use 
of epic words ( 6eLp6LS, axbneXoc, Xt npdc, axdVW ),. 
we also find one word of which Euripides is our earliest 
witness: vuxztndXoc ( also in other passages ). Ornamenta- 
tion is not rich. 
PHOENISSAE 226-38 
In the mesode of the parodos the Chorus apostrophize 
various hol. / places at Thebes and pray for themsel'es, to 
dance at Delphi. The invocation is very long; the places a- 
re not invoked by name but by periphrasis. At the end we 
have the prayer in the optative. In the invocation we find 
many epithets. Of the sacred vocabulary we find six words: 
CdOm, Se&v, tepdv, cX caov, ycvoCuav, dLOav&taC Ocoü. 
The places are not personified. In style we observe the use 
of epic words (a Xas, oCvn, noXvxapnos, axonLc, CUCCOCO ); 
we also find one word of which Euripides is our earliest 
witness : 6LxöpuOoQ ( also in ßacch. 307 ). Ormanentation 
is not poor; we find many adjectives. ', 
BACCHAE 105-119 
In the middle of the parodos of the play we find an ap- 
peal to Thebes to particifate in the Dionysiac ritual. The- 
bes is personified and invoked as EcueXaG zpocpoC . There 
follows a series of demands, in the imperative. The song 
is purely sacral, since we have the description of the ritu- 
_431_ 
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al. The invocation of the city is solemn. 
MEDEA 824-845 
After Aegeus has offered refuge to Medea in Athens, 
the Chorus sing the third stasimon in order to prevent her 
from killing her children. The first strophic pair is in 
r 
praise of Athens. Of the various topics which can be found 
in an tyxwuLov zbnov according to Menander, hero we have 
I 
the 6n6 Y6vouc ýYxtULov ( cf. Menander, p. 353 ) and and 
ýnýt 5cc ewv ( Menander, p. 359 ). The Athenians areiprai- 
sed as descendants of gods and as abiding a city associated 
%6PdQ with wisdom and Arts. We also have a short 6x(PP°" 
( cf. Menander, p. 440 ) and the association of Aphrodite 
with the city. The praise begins with an apostrophe to the 
Athenians and a uaxaPt0U6( see on Bacch. (519) 550, p. 85 ). 
The song is secular and one need- not collect hymnal features. 
Yet, in the apostrophe to the Athenians we find their "patro- 
nymic" (' EpeXOE ý'baL ), their "Y ýVOC" ( Sswv natÖes uaxü- 
PO)v ), participles. We also find some words of the sacred 
vocabulary : 6XßLOL, 3C V natöes uaxdPOv, tCP G, aCet, 
&YvdLC. 
Athens is called LEPa XWPaj dndpsnroC. 0 
The style is elevated to a small extent : we find one 
word of which Euripides is our 'earliest witness: xaýý"vaos 
( also in Alc. 589 ); some epic words: Ao15 64600 , 'tXACC) , 
xazarcvaw , xaezn ' 
ý65co5; two heave compounds (xaAXi, vdiou, 
f&unvcous ). Ornamentation is rich: 
iwe 
find eleven, pictu- 
resque adjectives (" one of which is ornamental: uaxäP63v 
three metaphors s LcPCLS Xd)PaS ,,, cpcpßbucvot. ' xaXXLVdLov 
Kn(PLaaoü a(. cC 8'&tLpaXXot vuv ... Evvepyoüs. 
0 
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PHOENISSAE 638-75 
The first stasimon of the play deals with one moment 
of the Theban history ( the foundation by Kadmos ). This is 
in narrative style and is one of Kranz's tcitopCat. ( cf. 
Stasimon, p. 255 : dithyrambic stasima). 
1 The song is in prai- 
se of Thebes, is an 6YxcuLov T6nou ( see also on Pho. 676, 
p. 61 ). It is an dLnb yevouC 6yxWµLov with a short gx_ 
ppaoLS Xthpas ( 11.643ff; cf. also Med. 834 ), and the 
mention of the god associated with it2( Dionysus; cf. also 
Med.. 824: association of Aphtodite with Kephissus; Soph. OC 
668: association of Colonus with Dionysus, Demeter and Cora; 
association of Athens with Athena and Poseidon ). The song 
starts with the narrative. Hymnal features are not found. 
With the name of Kadmos we have an ethnical epithet (TüpLos). 
In the mention of Dionysus' birth-myth 
3we find a few sacred 
words : Texeto , 46. tnp 'WWßCaac , xdpevua ' eCCOLC " 
The style of the song is elevated: we find six words of 
which Euripides is our earliest witness : xaXXLndiauoc 'vo- 
Tos (and' in other Euripidean passages ), XXoncpbpoc ' ßaOüono- 
pos ( and in other Euripidean passages ), býeQýBýp YnnE` 
zýjS Many epto words : 9ýc Cx oC nupocpbpoc gxt F, 13cazä- 
vxLoS 'pteOpov , väua 'Xoepdc ý 6)Xdvn ' ÖCos iöeüw 1 
etc.; 
many heavy compounds :- ctpaQxe; eft ' zcXcacp6poC , Ttupocpbpa 
xaXXLnbzauoC º XXon(pdpoug º ßaouandpouc º &)ud(ppcav º noXunXa- 
voLs , öXecCSnpoS , QLBapb(ppcav . Ornamentation 
is rather . 
rich: we find twenty six adjectives aqd one personification 
a i. öapdcppWv cq6voc .i. 
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The second stasimon, sung after Eteokles has gone to 
war deals with-Theban history again. The epode is an actu- 
al 6YxtULov tönou . It is in narrative style and deals with 
four legends in brief. Again we have an Ana Yevouc tYxw- 
uLov 1 with a short dx(PPaQLC X()PaC ( 11.825f ). It starts 
with an invocation of the earth ( of Thebes ) and the adverb 
noTC ( see on IT 1234, p. I36 ). For the wedding of Harmo- 
nia cf. Pi. IPyth. 3.9Off. 
The style of the song is elevated: we find four words 
of which Euripides is oür earliest witness: cpoLVLOA-CPos 41 
SnpozpbNoc also in other Euripidean passages 66ovzo- 
(PvAs , xXoepd-rpo(poc j these four words are also heavy 
compounds; we also find four epic words : 6aMvaý , uazaöeüc), 
Yei. vou. at, ,' Api'i i: oc . Ornamentation is not poor : we find 
eleven picturesque adjectives and one personification : XXo- 
epozpdpov neöiov 
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. 1% SURVEY 
From the analysis presented above of the hymnal lyrics. 
addressed to places and the lyrics sung in praise of places 
the following observations can be offered: 
1. In six odes Euripides addresses places in hymnal 
terms : they are demands for a particular service or prayers 
simply. When we have a demand for a particular service the 
place is personified. 
2. In three odes we have an eyxwuLov zbnou : this is 
a secular song with a few hymnal features possibly. What mat- 
ters is that it is a song of praise. 
3. The places addressed or praised are mainly cities 
( Thebes four times, Athens twice; Parnassus [ and the surr 
roundings} twice; in one case we have a homeland). 
4. In the appeals we find a traditional structure. 
Hymnal features are a few only. Sacred vocabulary is not 
commonly found. It is wortimentioning that in the appeals 
for help the Chorus do not apostrophize gods. 
S. They are all uttered by the chorus consisting of 
women ( except for HIF ). 
6. In the 6yx6pi. ov T6nou we have the following mo- 
tives : end ydvous eyu6mov ( three times ) , ex(ppaanr. )cWpac 
'( three times ), dLrt6 9nvrn8cvclcwv ty cw ttov ( once ), 
mention of gods associated with the place ( twice ), mention 
of old oUtLQTÜ« ( once ). These are mainly motives for pro- 
SC 6YxcuLov zonou , according to Menander. 
7. The eyx6)uLa ibnou consist either of a strophic 
pair ( two examples ), or of one stanza (" astrophic", one 
example ). 
-439- 
LYRICS ADDRESSED TO PLACES 
' IN AESCHYLUS AND SOPHOCLES 
In Aeschylus we find two short prayers to places and a 
a 
short eyxcbuLov x6nou , which is a 
''play withinAplay ": 
i 
Sup1.117, ' Cho. 722, Eum. 916. The first among them is a ref- 
rain-prayer addressed to Peloponnesos ; it is a LxscCa 
simply, with the verb t. X60uaL . The place is called by a 
periphrasis. Hymnal features or sacred vocabulary are not 
found ( apart from tXiouaL ). In Cho. 722 the local land 
and the spot under which Agamemnon lies are invoked for help: 
we have a hymnal invocation with the epithet nbivLcL ,a re- 
lative clause, and a prayer: this is followed by a YdP sen- 
tence, as a Begründung, which though, is the actual prayer 
( for Peitho and Hermes to appear ). In Eum. 916 Athens is 
praised by the chorus as the defender of Greek gods and is 
called dyaXl= 8. tdvcov 
In Sophocles we find one MLOV z6nou only: OC 668 
(first stasimon ). It is a long, solemn and picturesque praiý 
se of Colonus and Athens. The chorus present their country to 
Oedipus: they speak of the characteristics of the land C gst- 
cpPao Lc Xc, )PaG )i the gnus assocxu, -eu wizci a. z uriu Liýýll yýý ý: s 
to it. Poseidon and his gifts are mentioned at the end, where 
the god is apostrophized. In theme the song is similar to 
Med. 824; OC 668, however, is a more extensive praise and 
more picturesque. In structure the two songs are different. 
The mention of many deities with elements of their cult or 
their attributes, and the apostrophe to Poseidon at the end, 
give the song a sacred tone. 
The style is elevated: we find eight hapax legomena 
yyo- 
( cf. EQrp, 'Sophocles, p. 25 ), seven heavy compounds. Or- 
namentation is rich : we find thirty three picturesque ad- 
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" iii. Elements of the natural world 
physical concepts 
In this section I shall examine hymnal lyrics addressed 
to elements of the natural world, which are personified but 
not deified ( such elements are : the earth, the sun, the 
moon, the sky, rivers, etc. ); I shall also examine hymnal 
lyrics addressed to physical concepts, which are again per- 
sonified,. but not deified ( such concepts are: the night, 
the light, the winds, the thunder, etc. ). Those elements 
or concepts can also be deified ( in Part I of this research 
I have examined 
h sprayers addressed to deified elements of 
the natural world or physical concepts, such as Ge, Helios, 
etc. ). 
1 It is difficult to distinguish between a deified 
element ( in which case it is a proper name ) and a non-dei- 
fied ( in which case it is a common noun )2; Wilamowitz gi- 
ves an example ( cf. Glaube I, p. 135 ): A. PV 88 6 öioc cLC34p; 
as he remarks, " göttlich ist der Äther, aber kein Gott". 
3 
For appeals to such elements or concepts cf. 11.3.276 
( Zeus and Helios with the rimers and earth ), Pi. Paean IX. 
1 ff (ART% ACeXCov) , Sapph. 104a and b( "Eanepoe ). 
In Greek Tragedy we have the following examples of 
hymnal passages addressed to elements of the natural world 
or to physical concepts, which are not deified : A. ß. 355-61 
Of these passages Haldane examines the following: A. j. 355, 
Soph. Trach. 94, Eur. Or. 174, fr. 839 N2.. Knoke examines the fol- 
lowing: A. . 355, Soph. Trach. 94, Eur. lieracld. 748 ( the whole 
stasimon ); he also observes the hymnal tone in Or. 174. 
9 yz_ 
( night ),, PV 88-100 ( aether, winds, rivers, eea, earth; 
sun ), Soph. ' ,. 394-400 ( darkness of death ), Trach. 94-111 
( sun ), Eur. üerýacld. 748--769 ( earth, moon, sun ), Supp 1. 
828-31 ( earth, storm, thunder ), Or. 174-181 ( night ), fr. 
839 N2 ( Chrysippos - earth, aether ); cf. also Med. 144, exa- 
mined in Chapter ii. 
These passages are classed into the following groups : 
-a) Kletics and subtypes : A. PV 88, Eur. Or. 174; b) euctics: 
Soph. j. 394, Trach. 94, Eur. Fieracld. 748, Supt. 828; c) "hymns 
of praise" : A. ß. 355, Eur. fr. 839 N2. 
IIERACLIDAE 748-769 
When the battle is about to start the chorus apostro- 
phize the powers of Nature ( earth, moon and sun )I to bring 
the news to them, to Athens, 
2 
and also to heaven. There fol- 
lows a prayer to Athena for help ( examined in Chapter ii). 
What follows the appeal to these elements is a long Begründ- 
ung for the city's action against the Argives. The appeal 
starts with the invocation; sun is invoked by a periphrasis: 
coo aoYaC . The moon is called navvüXt, os here' ön1y; Fd"' 
"' 
µ=. " in O. h. 9.3 she is evvuXi, a . The sunbeams are call- 
ed Xaunpdiazat, , cpacaCußpotoL . In Tim. 800 the sunbeams 
are XaunpaC ; the sun is XdLµnwv in O. h. 8.15. The adjective 
(AaCOCußpoioL is borrowed from Homer ( cf. Od. 10.191,16Xt, oc 
caCußpotor. ; cf. also iles. Th. 958, Ma . h. 4.26 ). In 0. 
h. 
8.15 the sunbeams are called cnacLvaC . The sun is called 
Scds here, but the chorus invoke the god's aÖyc - not the 
sun as a god - as an element of the natural world, which 
traverse the whole world. The prayer consists of two verbs, 
the first in the optative, the second in the imperative. For 
- y0- 
similar sprayers ( to bring the message somewhere) cf. i3acchyl. 
Ep. 2 ( to Pheme Eur. Hei. 1487 ( to the cranes ). The a- 
pithet yXauxdc of Athena is also found in A. Gr. 7.425.8; in 
O. h. 32.17 she is , 
? XauxG)n66 
The structure of the appeal is traditional and it 
sounds solemn, though it lacks sacred vocabulary. The style 
of the song is elevated to some extent : we find three words 
of which Euripides is our earliest witness : &PX6Tav ( also 
in other Euripidcan passages ), naTpLC)TLC , noXuctvCTOC ; 
some epic words : navv6XLoC, (aCQlußpoTOC , La)(&, ) , YXaux6c, 
uývýs xe63w ; two heavy compounds ( ipaeaLußPOTOC , noXuý 
aCvezos ). Ornamentation is not poor: we find ten adjectives 
( one of which is ornamental : noXLG") ); one metaphor : UeXX(J 
Täs ttaipt. C CL8os "". noXLß icucty ai. 66pc` 
( for TtoXI, bv 
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In the kommos of Adrastus and the chorus the hero utters 
a prayer c«touazaazpocpfSC , which, consists of three wishes 
in the optative. Earth, the. storm, and Zeus' lightning are 
referred to, though not apostrophized. The hero does not 
pray to Hades or Thanatos ( see on Hi2e. 1370, p. 3ý6 ). 
The reference to Zeus' lightning, however, is a reference to 
heaven. ' Collard in his Commentary compares the wishes with 
A. PV 582, 'I1.4.182,6.346 and Eur. Med. 144. Hymnal features 
or sacred vocabulary are not found. The elements referred 
to are not personified. For prayers concerned with Zeus' 
lightning cf. also A. Sept. 630 and Soph. OT 202. 
ORESTES 174-181 
While Orestes is sleeping Electra utters a prayer to 
the night to come to the house of Agamemnon and let Orestes 
relax. 
1 The appeal is not long but it is solemn and tradi- 
tional in structure : it starts with an invocation of the 
night by the sacred epithet ndtvLa in anadiplosis, and the 
epithet ýnvoöbteLpa ( cf. also O: h. 3.7 ) 
2; then we have 
a klesis with two verbs in the imperaLive ( the second in 
anadiplosis a mention of the night's " abiding place " 
( epcßae, V ; cf. ties. Th. 123 ), a predicative adjective 
LcLT6nTcpoQ )º and a mention of the place it is summoned to 
visit. The appeal concludes with a Begründung with yd, p. 
The appeal recalls Soph. Phil. 827 to Sleep. Of the sacred 
vocabulary we find three words : TLÖTvLa, COL, uoXe. 
- 4' 6- 
Vr. 939 N.. ( Chrysippos ). 
The fragment can be taken as a pvoiuoc Guvoc on the 
power and nature of earth and aether, with a purely philoso- 
phical character, which has no parallels among the Euripi- 
dean lyric hymns. As Wünsch says ( cf. RE 9.1, s. v. llymnos, 
163 ): "... vielleicht keinen eigentlichen II., sondern ei- 
ne ksosmogonische Deduktion einleitete "( cf. also Eur. fr. 
1023 N2 ). See further Sextus Empir. p. 751.21 and Vitruvius 
viii praef. ý1( cf. N2 ad loc. ). Cf. also Dials ( Die 
Fragmente der Vorsokratiker ), Vol. 2, p. 31 ( Anaxagoras 112): 
oi. nepI 'Encuoupov... ýx ustaßoXf1c TAG äxxAxov yevvacOat Tä 
E4pt. a' u6pn Yip ctvai. Tots xdouov -raO-va, we xai. 'A. xat EGpi. - 
ntöns" " . BVAOXEL ... &n66CLEev". Apparently the elements 
are not conceived as gods here. 
' 
The beginning of the fragment has hymnal structure: 
we find epithets, relative clauses, a participle . The epi- 
thets employed of earth ( ueyCatn , uuznp n6viwv ) are tra- 
ditional epithets of Ge : of. Solon 36.4, and see further on 
Pho. 676, p. $ 'pt, br. aC06p recalls the ötoc aC86p 
in A. PV 88 ( see also above, p. 441 ); for the epithet 
Yev6-rc)p see on Ion 112, p. 
300 
, with Maq. h. 5.9 
(to 
Helios: w ßaaLXcü xaauou ycvýtwp and O. h. 3.1 ( to 
Nyx : Ntxta WN ycv6tcLpav ). In Ar. Nub. 569f Aether is 
called na-t6p ... DLoOpduuwv ndvrwv , 
On the other 
hand Ge is mother of gods in Solon 36.4 and lom. h. 30.17, 
and mother of gods and men in O. h. 26.1. Of the sacred vo- 
eabulary we find five words ; OC V, ]icy CO-M , -tCxt6L , 
uAinp , ndLvzwv. 
Although we find hymnal features and vocabulary, the 
song does not sound like a hymn because of its content; the 
1_ 
hymnal features are confined to the beginning. 
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In the four hymnal lyrics examined above the following 
elements of the natural world are addressed : earth ( three 
times ), moon, sun, aether ( once ); and the following phy- 
sical-concepts: the storm, the lightning, the night ( once). 
Three of these lyrics are prayers for a particular 
service; the fourth belongs to the type of ipuot. u Q üuvoc. The 
longer among the prayers have -traditional structure and 
hymnal features or vocabulary. They sound like solemn 
appeals. The puaLubs üuvoc does not follow the traditional 
patterns to a great extent. We find, however, hymnal featu- 
res and traditional vocabulary. 
One of the prayers is uttered by the Chorus, consisting 
of old men ( Heracl. ); the remaining are uttered by the 
" 
heroes of the play. We do not know by whom fr. 839 N2 is 
uttered. 
LYRICS, ADDRESSED TO ELEMENTS 
OF TUE NATURAL WORLD OR PHYSICAL CONCEPTS 
IN AESCIIYLUS AND SOPIIOCLLS 
In Aeschylus we find two lyrics in which such elements 
or concepts are addressed in hymnal terms : A2.355, PV 88. 
The former is a thaksgiving hymn of devotion addressed to 
Zeus ( it has been examined in Chapter iii ) and to the 
particular night in which Troy fell ( we must write vvE). 
The invocation of the night is hymnal , though we do not 
find sacred vocabulary. It is uttered by the Chorus. PV 83 
is a decorated prayer of the L6Ety - type to all elements 
-44? - 
of Nature. It is uttered. by the hero of the play. In the 
invocation we find a verb of summoning (ucA ) and epi- 
thets'( for the epithet nauufzap of earth see on Pho. 676, 
p. ; for Ttavdn-rr)v xü3X0v fiXtou see on Med. 1251, 
n. 2 ). Of the sacred vocabulary we find six words (btoý, 
nauufjtop, xaXGS, CSea3E, dcdc, uaxdpwv ). The style 
is not elevated; ornamentation is not poor. 
Both passages sound like solemn apostrophes. 
In Sophocles we find two lyrics addressed to such elemets 
or concepts : Aj. 394', Trach. 94. The former is a short appeal 
to the-darkness ( of death ) by the hero of the play ; it 
consists of invocation with epithets, prayer in anadiplosis 
and Begründung with'Ydp . Sacred vocabulary is not 
found. 
The latter is a long appeal to the sun, as a star. The 
invocation starts with a relative clause, a participle, 
and the name in anadiplosis ; there follows the prayer, and 
a new, hymnal invocation with participles and a new prayer. 
What follows is a long Begründung with Ydp . Sacred vocabu- 
i 
lary is not found. The participles employed of the sun re- 
call some of the traditional epithets of iielios, or they re- 
call some other hymns : see on Med. 1251, n. 2 and cf. Item. 
h. 31.9ff, O. h. 8.1, Ma . h. 4.2; 28. The style is elevated to 
a limited extent : ornamentation is not poor. The prayer is 
solemn, with traditional structure. It is uttered by the 
Chorus, consisting of women, and it is the parodos of the 
play. 
_W- A. Pv It - 4oc SchL. Tech q4.444 
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GENERAL CONCLUSIONS ON THE LYRICS 
ADDRESSED TO ABSTRACT POWERS OR IDEAS; 
TO PLACES, TO ELEMENTS OF THE NATURAL 
WORLD AND PHYSICAL CONCEPTS 
IN GREEK TRAGEDY: 
The analysis of the lyrics examined in this Chapter 
leads us to the following observations: 
1. Hymnal lyrics addressed to abstract powers or ideas, 
which are not personal beings, are a few only ( in Aeschylus 
none such lyric occurs ), and they are all short appeals 
with certain hymnal features. 
2. Lyrics addressed to places are either prayers or 
EYxtuLov ibnou . Such prayers occur in Aeschylus ( three) 
and Euripides ( six): F, YxcuLov zönou we find in Sophocles 
( one ) and Euripides ( three ). 
3. The appeals to the places commonly have hymnal stru- 
cture and some hymnal features, but not sacred vocabulary. 
4. The EyxcuLov r6nou ccntains some stock motives; 
these songs are all decorated odes. Though secular songs, 
we find a few hymnal features or sacred vocabulary. 
5. Hymnal lyrics to elements of the natural world or 
physical concepts are a few only in all three of the trage- 
dians. The elements addressed are mainly the sun, the earth, 
the night. The lyrics are mainly prayers, they have hymnal 
structure and hymnal features. Sacred. vocabulary is employ- 
ed to. a very limited extent. These lyrics sound like solemn 
songs, though the elements are not deified ( in Chapters i 
and ii we examined-prayers to such elements - namely Go and 
Helios - which are treated like divine beings ; such prayers 
are not found in Sophocles : A. Pers. 628, Cho 398, Eur, Med. 1251, 
E1.1177 ). 
Lastly, in this Chapter we notice close affinities of 
the tragedians with one another, =, ( though not always among all 






The investigation of the various types of hymnal 
songs found in Euripides has led me to the following 
general conclusions in respect to the main aim of the 
present work (see the Preface). 
In his plays we find short appeals, hymnal 
prayers for help or blessings (kietic hymns-euctics) and 
hymns in, praise of a divine being (µvüuKoi, ' &u IKoL 
hymns of devotion, nenacLatLC-VoL , 
epwýtLa. )" In all these 
songs the'poet uses conventional forms and language to a 
considerable extent. We also find a great amount of echoes 
from our sacral evidence (mainly from Lyric poetry, Homeric 
and Orphic hymns and the Magical Papyri). The hymnal 
prayers are closer to traditional techniques than the hymns 
in praise of a divine being. The invocations, however, are 
not always elaborate. All of these passages have a specific 
function and thus they are relevant to the occasion. The 
poet's main aim in these songs is riot to honour the gods. 
A few only among these songs could stand as independent 
hymns. To some extent as a result of this fact, the 
songs under consideration do not repeat the forms of the 
purely cult-songs, but they are closer to some hymnal songs 
from Ayric poetry (on this see Chapter III, n. 8). This 
becomes especially obvious in the hymns whose main purpose 
is praise of the divine being, in which we find some 
-philosophical tone rather than a typical praise. The 
specific types of hymn (such as nc4 .J, Si bveM1J o5 , 
neoaö9% oý ) do not conform to the traditional patterns. 
-4s4- 
In songs where non-divine beings are addressed, he employs 
hymnal techniques `ä; wol- 
Most of his hymnal songs sound like solemn pieces 
with a purely poetical character at the same time. His 
treatment of the divine beings addressed is commonly close 
to traditional beliefs (and sometimes following popular 
beliefs);, this is always in relation to the particular 
occasion. - The selection of the beings addressed is always 
well justified. The songs are mainly uttered by a female 
c' 
Chorus (choral hymns were mainly sung by a Chorus of young 
boys). In one of his plays only the paroaos is a hymnal 
song: Bacchae (on this cf. Frankel, Philol. 86 (1931), 
p. 10: .... o. TO 
ý 
nta3To. i ö -cceös c-i6tw-i 
%. Sbv ct s 
10%)S SEo%>s . In Aeschylus we have this phenomenon 
in the 
Septem, Supplices and Agamemnon; in Sophocles, in the OT 
and Trachiniae). In most of the plays we find a consider- 
able amount of hymnal songs. The passages which are closer 
to the hymnal patterns are mainly found in the later plays. 
Euripides appears to be a traditionalist in one 
way or another to a considerable extent (the same is 
generally true of Sophocles, but not of Aeschylus). The 
comparison of the Euripidean hymnal songs with similar 
songs in Aeschylus and Sophocles has shown us that the 
poet does not repeat their methods of composition. 
ý. The songs examined in the present work can be 
considered as religious documents, although they are merely 
literary products rather than ritual songs. Since drama 
is the "Abbild des Lebens", such songs show the real 
-4SS- 
religious attitude of men. The Chorus, who mainly utter 
these songs at critical moments of the plot, act on behalf 
of the community. As Cameron remarks (HThR 32 (1939), 
p. 16): "living religion can sometimes be detected beneath 
a conventional literary form". The Euripidean songs under 
consideration are commonly decorated songs and our poet 
appears to be a talented lyric poet who composed specific 
types of . 
&yric poetry of an equal value with the poems of 
the great=Greek lyric poets. His hymnal songs contribute 
to our knowledge of Greek Lyric poetry, as well as of Greek 
hymnal poetry. As a final remark I shall quote v. Fritz, 
p. 25: "What was the meaning of the performance of 
tragedies, satyr plays and comedies as part of the Dionysus. 
festival, when they had no direct relation to the god? 
They were meant to be an offering, the offering of a work 
of poetry, in which something of the spirit of the god was 
alive. A very good illustration of this is the fact that 
the choric songs addressed to different gods become more 
and more similar in form and content, and in the 5th century 





1. Cf. H. C. Baldry, The Greek Tragic Theatre, London, 1971, p. 17 : "No ac- 
count of the background of Greek drama or any other aspect of Greek li- 
fe can be complete without them ( i. e. the gods ) ... They were continu- 
ally present in the Greek mind... Their powers and arbitrary actions we- 
re his ( the Greek's) explanation of most of what happened in the world 
about them, which we seek to understand through science. Their ritual 
was an essential part of his daily life". 
2. Cf. v. Fritz, p. 23 :" in all religions, hymns in praise of god and 
prayers are closely related, but nowhere is this relation closer than 
in Greek religion". 
3. Cf. A. Pers. 347; 514, Sept. 21; 226. Soph. Ate'. 383, Ant. 163; 184, Trach. 
1022, OT 280, "E1.174; 696. Eur. Alc. 251, Med. 1231, Heracld. 387; 608,11F 
719; 772 Pho. 1197, Or. 1545, Bacch. 392, IA 32 , fr. 391 N2 
( ThyestesT, 
fr. 150 Ný r ndrom. ), etc. 
4. Cf. A. fr. 156 N27 Niöbe') . Soph. Ant. 582, Trach. 1276, fr. 103 
N2 ( Ale- 
tes ). Eur. Hec. 57; 956, Suppl. 262; 610, Tro. 469; 1240, E1.198; 583, 
fr. 286 N2 ( Geller. ), etc. 
5. Cf. Stasimon, p. 39 :" Das Drama ist das gesteigerte und erhöhte Ab- 
bild des Lebens". Cf. also L. Campbell, Religion in Greek Literature, 
London, 1898, p. 304 :" The poet had not only to aim at producing an 
effect, as al, - dramatic poetry must, but he must produce the effect 
which the audience desired". 4-", r 
6. Prayers and hymnal passages in dialogue are excluded from this re- 
search. These "prose" passages may form a separate subject for research. 
One can compare them with the lyric hymnal passages and the later deve- 
loped prose-hymns ( orations ) on the one hand, and on the other hand 
with the prayers which are found in the works of the Greek prose-writers. 
I shall give heir a few examples from Euripides. : Hipp. 443, Suppl. lff, 
IT 1398, E1.671, Hel. 969; 1093; 1584., IA 1570, etc. Another type of 
hymnal passages, whether in lyric or in dialogue, are excluded fron our 
research : those which are apostrophes simply, i. e. they are not prayers 
or hymns. A great number of such passages are constructed in accordance 
with the hymnal techniques : cf. Eur. Andr. 1009, Ion 492; 881, Tro. 841, 
Pho. 175, etc. This was observed by Fraenkel in his Commentary on Aame- 
mnon, at 1.1468. 
7. The forms of lyric will not be investigated in this research. This may 
ý- also form a separate subject for research, concerned with the whole 
go of hymnal songs. 
8. As H. W. Miller remarks in CW 49.7( 1956 )("A survey of recent Euripi- 
dean scholarship, 1940-19514 ), p. 92, "... it is obvious, in view of the 
large measure of disagreement among scholars, that Euripides' treatment 
of the gods, his relation to comtemporary thought and events, and their 
influence upon the tragedies, have not been finally elucidated". 
-. 5, r_ 
INTRODUCTION 
1. Cf. RE 11.2, s. v. Kultus , 2108; Kern, Vol. I, p. 150. 
2. Cf. E. R., p. 228; Stasimon, p. 59. 
3. Cf. Menander, pp. 440,342, Plato, L. 700'a-b. 
4. Cf. Meyer, pp. 3f; Heiler, pp. 168,172 ; Alexander, p. 5f. 
5. Cf. v. Fritz, p. 27. 
6. Principally by Adami, Ausfeld, Ziegler, Norden, Keyssner, Meyer and 
Schwenn. 
7. Cf. E. R., p. 182, Ausfeld, p. 519, Heiler, p. 172, v. Fritz, p. 17, Schwenn, p. 
27, Meyer, p. 3. Cf. also Plato, Cratyl. 400e. This is also characteri- 
stic of the Magical Papyri. 
of $I 8. Another way of naming the god is the form, wer du auch infer bist cf. 
Norden, p. 145, n. 3. 
9. The enWvupLaL are the god's 'cognomina' or Beinamen; cf. H. Usener, 
Götternamen, Bonn, 1896, pp. 216ff. 
10. Cf. Ausfeld, pp. 518,522, Norden, passim; v. Fritz, pp. 16f, Knoke, p. 15. 
11. Cf. Ausfeld, p. 518, E. R. p. 186; Schol. Hom. I1.5.114. 
12. As Farnell remarks E. R. pp. 190f): "the belief that, in order to 
" gain complete power over a human or divine personality, it is ne- 
cessary to know their origin and to express what one knows about them 
in the charm. Hence we may account for the descriptive or, so to speak, 
biographical elements in charms that are on the borderland of prayer. 
13. As v. Fritz remarks (pp. 17f ): "according to the common notion the gods 
are not ever-present; hence they must be made to listen from. afar... 
while Xenophanes, Heraclitus and Diogenes believed in a god who is 
spirit and who is always everywhere" The places are mentioned either 
in order to summon the god from whatever place he may be at the mo- 
ment of the supplication, or in order to honour the god who is asso- 
ciated with many places (cf. Alexander, p. 5); cf. also Adami, pp. 228, 
230, Norden, pp. 167, n. 1,168, Schwenn, p. 60. 
14. Cf. Adami, pp. 220-21. 
15. Cf. R. Wünsch, Ein Dankopfer an Asklepios, Arch. ffr Relig. 7 (1904), p. 
97; for the employment of this verb at the end of the Homeric hymns 
cf. Schmid - Stählin, G. G. L. I. l, p. 232, n. 3; K. Ziegler, Zum Zeushymnus 
des Kallimachos, Rh. M. 68 1913) , pp. 345ff 
(Das Schlussgebet). 
16 . Cf. Adami, p. 219. 17. Cf. Ausfeld, p. 533,. Knoke, p. 15, Keyssner, pp. 85f (büvaaat, yap motive). 
18. Cf. Ausfeld., p. 526, Schwenn, pp. 52f, Meyer, p. 5, Beckmann, p. 48. 
19 Cf. Ausfeld, pp. 511,532, Knoke, p. 15, Beckmann, p. 49. 
20. Cf. W. Ax, Die Parodos des Oidipus Tyrannos, Hermes. 67 (1932)ipp. 422f. 
21. Cf. Ausfeld, pp. 528ff, Beckmann, p. 46 ("do ut des" motive). 
22 . Cf Ausfeld, p. 514. 23 Cf. Keyssner, p. 3, Meyer, p. 4. 
24. Cf. Adami, p. 235; G. Zuntz, Zum Hymnus des Kleanthes, Rh. M. 94 (1951), 
p. 339; Norden, p. 157. 
25. For the manner in which a hymn concludes see K. Ziegler, Rh. M. 68(1913), 
pp. 345ff (Das Schlussgebet). 
. 26. Cf. Beckmann, p. 9, Keyssner, pp. 101ff; O. Weinreich, Gebet und Wunder. 
, 
Religionsgeschichtliche Studien, Darmstadt, 1968, pp. 13ff, 17ff: prayers 
cnt= P%T S= äitoicounns (such prayers are also common in Magical Papyri). 
27 As is the case with most cf the prayers in Homer, cf. Beckmann, p. 
15; E. R., p. 173. 
. 
28 Such is the case with the cult - hymns; cf. also E. R., p. 173; Keyssner, 
-45: - 
pp. 156f; Heiler, p. 182. 
29. Cf. E. R., p. 173; Keyssner, pp. 136ff, 158ff; cf. also Xenoph. Comment. 1.3.2. 
30. For the moods and tenses in prayers see Ziegler, pp. 11-31, Beckmann, 
pp. 49ff, W. F. Bakker, The Greek Imperative, Amsterdam, 1966. 
31. Cf. Adami, p. 234, Ausfeld, p. 537. 
32. Cf. Adami, pp. 239,261; S. and A. 9p. 11, Beckmann, p. 41; Norden, p. 148, n. 1. 33. Cf. Wünsch, Arch. für Relig. 7 (1904), p. 112; Fairbanks, pp. 48ff. 
34 Cf. RE 9.1, s. v. Hymnos, 145, Gr. Chorus pp. 123,202, Stasimon, p. 130, 
35. It was a common belief that the appeals to gods must be uttered in 
a loud voice; exclamations apparently had this function, to make gods 
listen from afar: cf. RE 11.2, s. v. Kultus , 2151f, Beckmann, p. 25, P., Stengel, Die griechischen Kultusaltertümer, Munchen, 1920; p. 79; cf. 
also Sapph. 1.6 (Tas Epas aubas &toLaa... with A. Cameron, Sappho's` 
prayer to Aphrodite, HThR 32 (1939), p. 10j Xenoph. C ro . 3.3.58 ... ot, 
öe Bcoac c nävTes auvvc1nXnaav ue'Ycean Tn Twv... Exclamations in 
hymns and prayers are probably an echo of the' primitive ololyge, 
the women's cry of supplication (cf. Beckmann, pp. 17,80f, Schwenn, 
pp. 36ff, L. Deubner, Ololyge und Verwandtes, Abhandlungen der Preussi- 
schen Akademie der Wissenschaften 1 (1941), H. J. Rose, Herodotos and 
Westermarck, CR 37 (1923) 165. Cf also 11.6.301 and Eur. fr. 351 N2 
(Erechtheus). For the relation of i. w with the ritual ; cf. Wünsch, 
'Arch fr Relig. 7(1904), p. 110. 
36. The traditional vocabulary has been collected by Keyssner. 
37.0n this of. O. Crusius, Der homerische Dionysoshymnos und die Legende 
von der Verwandlung der Tyrsener, Philol. 48 (1889), p. 198; id., Die 
delphischen Hymnen, Philol. Suppl. 53A (1894), p. 21; of. further B. L. 
Gildersleeve, On the stylistic effect of the Greek Participle, Amer. 
Journal of Philol. 9 (1888) 137-157; Norden, p. 167, n. l. 
38. Cf. G. Meyer, Die stilistische Verwendung der Nominalkomposition im 
Griechischen. Ein Beitrag zur Geschichte der AIIIAA ONIOMATA , Philol. 
Suppl. 16.3 (1923) 1-215 (cf. in particular pp. 48-67); cf. also 
Norden, p. 161, n. 4. 
39. Cf. Adami, p. 242. 
40. For the Oyxos of the style and a definition of heavy compounds see 
F. R. Earp, The style of Aeschylus,, passim; cf. also E. Williger, Spra- 
chliche Untersuchungen zu den-Komposita: der griechischen Dichter des 
5. Jahrhunderts, G6ttingen, 1928. 
41. For the definition of ornamental adjectives see L. Bergson, L' epithete 
ornamentale dans Eschyle, Sophocle et Euripide, Diss. Uppsala Lunde- 
quist, 1956, pp. 17f, 176; Earp, op. cit., p. 54. 
42. Cf. Norden, p. 169, n. 1, Schwenn, p. 7, n. 18, Heiler, p. 157, Beckmann, pp. 41, 
Dodds on Eur. Bacch. 107. This is also characteristic of the Magical 
Papyri. 
43. Cf. Keyssner, pp. 165f. 
.II 
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44. See Keyssner, pp. 4,6. 
45. Cf. E. 9 L. Edelstein, Asclepius. A collection and interpretation of the 
testimonies, Baltimore, 1045, 'Vol. 2, p. 203: "In every religion there is 
a tendency to conservation and traditionalism". 
4-(.. What follows is a selection of the principal and best preserved mate- 
rial for our research. For a detailed list of the extant Greek hymns 
see Keyssner, xi-xvi; 9"l, s. v. H mnos. 
. 41 -Cf. also T. B. L. Webster, Homeric hymns and society, Hommages ü C. Preaux, 
Bruxelles, 1975,86-93; he believes that not all of the hymns were pre- 
ludes to an epic recitation, but some of them had the same function 
as dedications, an offering. 
48. Carm. Pop. 871 (the prayer of the Elian women) is the oldest greek cult- 
hymn, which has come down to us (cf. RE 9.1, s. v. Iiymnos, 146). 
q. . For Alcaeus7 hymn to Apollo see Paus. 10.8.9:... ToOTO enoincc xaC 'AAxatoS ev npootit r& es 'AnöXXwva. From this we can conclude that 
this hymn was of the same type as the Homeric hymns. Cf. also RE 5. A2, 
S. V. AeocpcivLa, 2133: it was composed for this festival and it was pro- 
bably a kletic hymn (cf. also RE Suppl. 4, s. v. Epiphanie, 304). 
So. Cf. RE Suppl. 4, s. v. Epiphanie, 305: "kein prinzipieller Unterschied 
zwischen Religion und Zauberei, zwischen Gebet und Zauberspruch be- 
steht"; Schwenn, p. 63: "Gebet und Zauberspruch gehen oft in einander 
über"; v. Fritz, p. 17: "It is also quite possible that the concern with 
the name and attributes of the god originally had magic implications. 
Some magic papyri bear clear testimony to the belief that the posses- 
sion. of the correct name and its pronouncement gave magic power over 
the god. The content of the prayer following the initial invocation 
shows clearly that there can be no thought of magic compulsion. Where 
many names and attributes of the god are mentioned, the purpose is 
obviously to honor him". Knoke, in his Prolegomena, gives many illu- 
strations from our literary evidence to show the relation of hymns 
and prayers to incantations and spells. See also E. R., pp. 196ff. 
Si " Cf. Ziegler, Ausfeld, Pfiffner, passim. Cf. also O. Kuettler, Preca- 
tiones quomodo oratores veteres usurpaverint in orationibus, Diss. 
Jena, 1909 (I have not. been able to find a copy of this dissertation). 
51 . Because they are merely literary or philosophical products: cf. Ph. 
be grand, Problems Alexandrins I. Pourquoi furent composes les hymnes 
de Callimaque?, RLA 3 (1901) 281-312, and RE Suppl. 5, s. v. Kallimachos, 
434; Keyssner, p. 5; Kleine Pauli, s. v. Hymnss, 1269: "Nicht kultisch 
sondern rein literat. ". Cf. also G. Zuntz, Zum Hymnus des Kleanthes, 
Rh. M. 94 (1951) 337-341; G. Giangrande, Emendation d' une crux dans 1' 
hymn ä Zeus de Cleanthes, AC 42 (1973) 181-184. We also find merely 
literary products in Lyric poetry (in the sense that they are not 
ceremonial poetry), but since they belong to an early period, which 
precedes Tragedy, and they follow the traditional patterns to a con- 
siderable extent, I include them in the evidence which concerns my 
research. 
53 " "AoyCa" as opposed to "popular". Cf. Schwenn, pp. 53ff (Das Gebet als 
Kunstwerk). 
50c -For Aeschylus cf. also E. J. Strittmatter, The Range and Forms of Pra- 
yer'in Aeschylus, CW 16 (1922) 66-70. In this short article the main 
emphasis is on -the selection of the gods appealed to. 
5S. Cf. furthet Färber, Harvey, Smyth (the Introduction). 
56 On this see also Cairns, p. 158. 
S7. Cf. also Kleinknecht, p. 5, n. 3: "die rein literarische Anwendung des 
Hymnenstils auf Dinge, zu denen man eigentlich nicht beten kann, wo 
also "die rituelle Form nichts als Form" ist... Euripides wo im on 
122ff die- 6d(pvn, Hel. 1451 die Ei, Swvi; a vaüs in strengem Hymnestil ge- 





KL1E SIC HYMNS AND SUBTYPES 
1.. Cf. RE Suppl. 4, s. v. Epiphanie, 304: "Ihr Zweck war ävaxaXctv, sie ent- 
hielten eine xXnaLs". 
2. Cf. RE 9.1, s. v. Hymnos, 144; ib. Suppl. 4,305; ib. s. v. Epode, 355; cf. also 
Festugiere, L`ideal religieux des Grecs et 1`Evangile, p. 284:... une 
action magique, laquelle comprend toujours .. la fois une invocation 
(xXnct 
, 
entxXnat, 5) et une serie de pratiques (npä t. c, itOypa)" 
3, Cf. RE 9.1,142. 
4. Ib., and 144. 
5. Ib. 144; see also Introduction, p. 5 
6. Cf. Schwenn, p. 80; v. Fritz, p. 18:... even when the prayer is spoken be- 
fore an image of the god, the god has to listen from afar and may come 
to grant the prayer, indicates clearly that the image is not identi- 
fied with the god". 
7. Cf. RE 5. A2, s. v. 0Eocpdvt, a, 2133; cf. also Herodt. 1.51; RE 6.1, s. v. ELi- 
demia, 57. 
8. Cf. RE 5. A2, s. v. Theoxenia, 2256f; cf. also P1.01.3.1 and the Schol. 
ad loc.; Gr. L. P. pp. 197f; Pi. Paean VI. 58ff, Philodamus 110-12; Paus. 
7.27.4. Cf. also Crusius, Die delphischen Hymnen, pp. 65ff. 
9. In a grave at Isopata we have a scene of dancing women, apparently 
a cult-dance; as W. Schmidt remarks (ef. Der Deus ex machina bei Euri- 
des, Diss. Tübingen, 1963, p. 69), ! 'a very small female figure appears 
hovering in the air whose locks flow out on either side. This is 
beyond doubt a goddess descending through the air". 
10. Cf. RE Suppl. 4,293,304f. 
11. Ib. 295. 
12. Cf. Adami, p. 221, Kleinknecht, p. 79, n. 1. 
13. Cf. RE. Suppl. 4, s. v. Epode, 335: "die Zauberer täten ihre Wunder xaXoüv- 
Tes baCuovas bt. ' eýwbwv xat; uayyavctwv peua$Tj: tc tcc xaActy xaý cad- 
ycaOat, 6atuovas eqý'ä ßoüAovTat,. Die Wirkung der E. ist in der Zaube- 
rei dieselbe wie die der u% vot, xantLxot im Kultus; sie dienen dem 
ävaxaXety. So ist das 6%LxaXcta aL in den E. der Zauperpapyri so 
häufig wie in den Gebeten und Hymnen. Dadurch wird die Epiphanie der 
Götter bewirkt". Most of the Magical hymns are kletic: 2,5,9,10,11, 
12,18,20, etc. Cf. further Plato, . 712b, Tim. 
48d, Thuc. 1.118. The 
form xaacty also occurs in many magical papyri. Cf. also Ziegler, p. 114. 
14. For the kletic hymns in Aristophanes see G. M. Sifakis, Kwutxot ZvvoL 
xal C8 vcpaXXot,. OIATPA. Stud. pres. to S. E. Kapsomenos, Thessaloniki, 1975, 
pp. 119ff and id. Parabasis and Animal Choruses, London, 1971, pp. 41, 
56ff. 
15. The 0rýhie hymns belong to the class of cpuai. s: oi upvot, of praise, 
which also contain a klesis. 
16. The inscribed cult-hymns are mainly hymns of praise, which also 
contain a klesis. 
17. See Schwenn, p. 28: "Der Gott wird gebeten: xXUL pcv. Das ist typische 
Formel des Anrufens, verwandt dem eXetv, eX96 usw... Die ursprüngli- 
che Bedeutung des Rufes xXü8t lieu nur die ist, den Gott aufmerksam 
zu machen". Cf also Beckmann, p. 25, Ziegler, pp. 59ff, Keyssner, p. 99. 
18. See Ziegler, p. 68: "Altera propriae sententiae amplificatio est, 
quod benigne ut aspiciant homines'iisque faveant, di rogantur; cf. 
also Keyssner, p. 100. 
19 . Cf. Ziegler, p. 59; v.; ritz, pp. 17f; Ausfeld, p. 516. 20. äxoüet, v, snaxoüct, v, ei. cjaxoücLv, äi: et. v, öpav, ecpopav, ßXenet. v, cnolt-rCtºEIv, 
epopeüety, etc.: cf. Ziegl. er, passim. 
-46, t- 
21. Haldane also has observed this feature: "Participial phrases with the 
klesis indicated the aspect in-which the deity was desired to appear". 
22 This feature is rare in the extant kletic hymns; it is different from 
the preceding. Haldane has not distinguished between these two. 
23. Cf. Adami, p. 261. 
24. Cf. Ausfeld, p. 538, Keyssner, pp. 87ff. 
25. Cf. Ausfeld, p. 528, Kleinknecht, p. 45 with Ar. Pax 974; Beckmann, p. 46 
("do ut des"motive in Homer). 
26. Cf. Beckmann, pp. 44ff. 
27. Cf. Adami, p. 243; Kleinknecht, p. 57, n. 1: it is equivalent to imperative. 
Cf. in particular the prayer of the Elian women. See also the Comme- 
ntary of Müller on Soph. Ant. 1115, p. 247. 
28. Cf. Ziegler, p. 72, n. l. 
29. Cf. Heiler, p. 179. 
30. Cf. H. Usener, Dreiheit, Rh. M. 58(1903), pp. 13f. 
31. Cf. J. A. Haldane, A scene in the Thesmophoriazusae(295-371), Philol. 109 
(1965), p. 41. 




33. Cf. E. Fraenkel, Der Zeushymnus im Agamemnon des Aischylos, Philol. 86 




1. Cf. also Eur. frr 316N2(Darlae) and 360.14N2(Erecht. ) cited by Wecklein 
in his Commentary ad loc. Ariphron (to fygieia 1.3,813 PMG) stresses 
the pleasure brought by children. 
2. Cf. Wilamowitz in his Commentary ad be. 
3. Cf. Cults l, p. 302; cf. in particular her titles 'Aicaroupt; a and Opatp6a 
in Athens, and 'AOrlvd MriTnp in Elis. 
4. Ib. 2, pp. 444,463-4; cf. her titles AoXeCa and fat, 6oTpdpos. 
5. Ib. p. 444; cf. also Eur. Suppl. 958. 
6. Whether maidens or married; see also Cults 2, p. 444 with Carm. Conv. 886: 
"ApTepLv ä yuvatxiv ey'EXet, xpdTos, and Eur. Hec. 936. 
7. On this see Usener, Rh. M. 58 (1903), pp. 325f, where he gives examples 
of "Zweiheit". I` 
8. According to Haldane the two goddesses are appealed to here, "the 
first because of the Athenian nationality of Creousa who was actually 
the daughter of Erechtheus, the fosterchild of the goddess, and the 
second as goddess of childbirth". This is all she says on this point. 
9. The personal pronoun (second person) is a common feature in invocations; 
to open a hymn with the second person personal pronoun is not a ýom- 
mon feature (cf. also Soph. OT 159, Eur. Hipp. 1268, Pho. 676, fr. 912N 
(inc. fab. ), Carm. Pop. 851b, Mag. h. 7; see further Norden, pp. 149,157ff 
(used in praising a god). 
10. Cf. Ael. Ar. Or. 37.2 ('A9rIvE): ev 5 Tots &tLoaoyuiTaTOV aý yovaC Tfi 
ecoü, xegc Xat, ov pEv cC7cciv &Tt, toü nävtcav 6 iit, oupYoü xai ßaQtXE w na6S 
eaTL udvn oil p6vou. This applies mainly to hymns of praise. 
11. In kletic hymns the god's y vos is simply phrased with expressions 
of origin. In hymns of praise this element is longer and it is phrased 
with a relative clause, since the birth- myth of the god is one of 
the principal motives of those hymns. In A. Suppl. 40 we also find 
a birth - myth in brief. 
12. In other kletic hymns the place the god is summoned to visit, either 
is not mentioned (cf. Anacr. 357, Soph. L. 693, E1.110, Ar. Ran. 875), 
or it is phrased with a preposition (cf. the prayer of the Elian 
women, Limenius 1.1, Hom. h. 24, Ar. Thesm. 1148, Ran. 324), or with 
an adverb (Sapph. 1; 17, Ar. Ach. 665, x. 551; 581, Thesm. 1136, etc. ). 
13. In O. h. 27.3 (Taupopövwv ýeCýaQa ppa Acövtwv) it is not clear if 
it is this element or an attribute of the goddess (on this cf. also 
O. hs. 40.14,14.2, Soph. Phil. 400). 
14. According to Menander (p-. 335) in kletic hymns we have the opposite, 
a description of the places a god is summoned from. 
15. Such is the case with A. Sepýt. 109 (%oXudoXot. X3ovdc); 135 (16Xt. v 
ev Svupov); 168(Tac7Se icupyoýu_Xaxes), Pi. Nem. 3 (p tcp 6pct6pa), Ar. 
Ach. 665 ('AXapvuxi, t6v 6nPdTnv), E9, "551 
(cgCXTaTc), Nub. 595(n0at, 00- 
Xo5; - rIjc'repa), 1rs. 1296 (AäxaLva). 
16: C. f. Cults 5, p. 377. 
17. Ib. p. 381: in the Hephaestia, Promethia and Panathenaia, the starting 
place was the altar of Prometheus in the Akademeia, where Hephaestus 
was worshipped conjointly with him. 
18. Ib. l, p. 311. On the origin of Athena - Nike see the interesting 
article of E. E. Sikes, Nike and Athena Nike, CR 9 (1895) 280-83. 
19. Cf. also the Schol. on Aristid. p. 301 Dind., referring to Menander 
Comicus fr. 616K (=D, yskolos 968f): aeyet. de TTiv 'AOiväv. If Nike is 
identified with Athena in this passage and she is not the personifi- 
cation of Victory, then, in the formulaic end of certain plays (Eur. 
IT, Pho., Or., Men. Samia), the case is the same. But this does not 
seem to be correctl. ef. Ar, Ea. 586ff). Athena-Nike has mainly a mar- 
tial character. Nike as an independent goddess was associated with 
gymnastic and musical contests (cf. Sikes, op. cit., p. 281). For the 
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Victory of Comedy see also Handley on PIskolos 968f and Webster, MNC, 
BICS Suppl. 24 (1969), MT 43. On the other hand Gomme and Sandbach in 
their Commentary on Menander (cf. Dysk. 968) say that Nike is by origin 
Athena Nike, so that her father is Zeus. 
20. See M. Robertson, A History of Greek Art, Cambridge, 1975, Vol. 1, p. 347: 
"not built until the twenties"; RE 17. i, s. v. Nike, 300: dedicated at 
the end of the 5th cent. B. C. 
21. Cf. Cults 1, p. 342. 
22. Ib., pp. 272f. 
23. On this see Menander, p. 335(see above, n. 14). Cf. also Soph. OT 162, Ar. 
Nub. 598, Thesm. 324. In other kletic hymns the description of the god's 
haunt is longer. 
24. See LSJ s. v. xopcOeLv: celebrate in choral dance. Here it is passive: 
celebrated in choral dances. 
25. See Bergson (L'epithete ornamentale dans Eschyle, Sophocle et Euripide), 
p. 124: " c'est, finalement, le contexte qui decide de la valeur de 1' 
epithate ". In many other cases the gods' epithets are ornamental 
(see id. pp. 143ff). 
26. For the circular shape of a hymn see Introduction, p. T- We have the 
same in A. Sept. parodos, Soph. Ant. 1115, Ar. Ach. 665, Lys. 1262, Ari- 
stonos 1. 
27. In A. Sept. 116 the reason for the prayer is longer than the prayer to 
Zeus; in Soph. OT 159 it is also long, and this is in the middle so- 
ction; cf. also I1.16.514. 
28. As is the case in the examples mentioned above, p" 34" 
29. Bergson does not find any ornamental adjective in this passage (see 
Tableau I). I believe that these two are ornamental, because they do 
not contribute anything to the context. 
30. In Aristonoos 1 we find ten participles (seven in the present and 
three in the past tense: on this see Crusius, Philol. 53A (1894), p. 
21. In most of the extant kletic hymns we do not find many parti- 
ciples, with exception of Sapph. 1 (four), Alcaeus 34(four), Limeni- 
us (four), Philodamus (four) and some Orphic hymns (3,6,7,9, etc. ). 
31. Here we do not find any relative clause associated with the goddesses 
invoked. In other kletic hymns we find this feature: cf. Soph. El. 110, 
Ant. 1115, OT. 159, Anacr. 357, Alcaeus 34, Ar. Ea. 551, Nub. 595, Thesm. 
312, O. hs. 12,13,14,18,27, etc., Hcm. h. 24, Limenius, Philodamus. 
32. In Sapph. 1, A. Sept. parodos, Soph. Ant. 1115, Ar. Thesm. 1136, Ran. 324 we 
find only one article. In Alcaeus 34, Ar. Thesm. 1148, Aristonoos 1 
and Philodamus no article occurs. On the contrary, in Soph. OT 159ff 
we find four articles, in Ar. Ach. 665, three, Nub. 263, four, LTs. 
1262, two, in Limenius, 'four, etc. 
33. The 6 is the commonest exclamation. in kletic hymns: cf. Sapph. 1, A. 
Sept. parodos, Soph. A693, Ant. 1115, OT 159, Ar. Eg. 551; 581, Ran. 324, 
etc. This is the only exclamation found in O. hs. though not often. 
34. Both Knoke and Haldane failed to observe this. For divine epiphanies 
see above, pp. s T--f. Owen comments on 11.1557f: "we cannot be surprised 
that Apollo should prefer sending an emissary to appearing in person. 
He has had a, discreditab)e incident in his past made known... ". 
Owen has not observed the relation of the "deus ex machina" in this 
play with the appeal of the Chorus. In Aeschylus we have twice an 
epiphany in response to appeals: Eum. 397 (cf. 11.287ff) and Pers. 
681(cf. l1.658); this has been observed upon by O. Taplin, The Stage- 
craft of'Aeschylus, Oxford, 1977, p. 115. On the other hand such a 
relation has not been observed by various scholars who wrote on the 
"deus ex machina": cf. R. B. Appleton, The Deus ex machines in Euripi- 
des, CR 34 (1920) 10-14, T. S. funcan, The deus ex machina in Greek- 
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Tragedy, Ph. Q. 14 (1935) 126-41, D. f. Abel, Euripides' deus ex machina. 
Fault or excellence, CJ 50 (1954) 127-30, A. Spira, Untersuchungen zum 
Deus ex machina bei Sophokles und Euripides, Kallmünz, 1960, W. Schmidt, 
Der Deus ex machina bei Euripides, Diss. Tübingen, 1963. Schmidt in his 
chapter under the title "Vorformen des deus ex machina" speaks of klo- 
tic hymns and cult - epiphanies, or divine epiphanies in general (pp. 
66ff). Cf also Langholf, pp. 123-27. W. N. Bates (Euripides. A student 
of human nature, Philadelphia, 1930, p. 27) rightly remarks that "The 
deus ex machina is not always used by Euripides in the same way. The 
fact is that Euripides used it for dramatic effect". Our example is 
not unique in Euripides: cf. also liel. 1495 and 1642ff, Bacch. 550 and 
576; 1017 and 1330ff. 
iA (164)167-178 
1. To open a hymnal song with a question is-not uncommon (cf. Norden, p. 
152): Pi. Hymni 1 fr. 29, Prosod. fr. 89a, A. Sept. 93ff, Soph. OT 151, etc. 
For this upowbdc see Dodds on Bacch. parodos, p. 68: "the prelude announ- 
ces the following hymn and links it to the prologue but is not itself 
part of the hymn: hence it is quite properly astrophic (cf. Med. 131ff. 
Hel. 164ff)". 
2. For non choral hymns see Gr. L. P. p. 6. 
3. Cf. G. B. Mocker, De Musis a poetis graecorum in componendis carminibus 
invocatis, Lipsiae, 1893; at pp. 58f (De poetis tragicis) he says that 
it is only in Euripides where we find invocations of the Muses (Tro. 
511, HF 789, Hel. 1341). It is worth mentioning that the Muses are never 
invoked to come in Homer (cf. op. cit., p. 39); in Lyric poetry we have 
the opposite. For the beginning of a hymn with an invocation of the 
Muses see Adami, p. 219. 
4. For the Aristophanic kletic hymns to the Muse or the Muses see Sifakis, 
Parabasis and Animal Choruses, p. 58 and id. Kwytxoý vuvoL, xaý ttd- 
paaaoL, p. 138, n. l. 
5. Kannicht in his Commentary is right in adopting Moüoa (Muse) and not 
povva (song), which appears in Murray's edition, in the itpow86S. 
6. Cf. G. Weicker, Der Seelenvogel in der alten Litteratur und Kunst. Eine 
Mythologisch - Archaeologische Untersuchung, Leipzig, 1902, p. l. 
7. Cf. ML 4, p. 609 and p1.12. " Cf. also A. Gr. 7.710 (the Sirens as a grave 
ornament): ETtUaL xat Eet, p? ves euai'... 
8. Cf. ML 4, pp. 609f. 
9. Eci. pilvas C ap(Lxdunv>/ 06pxou xdpas 8pooüvTe To%SS "Al. bou vöuouc. 
Cf. also Gr. L. P. , p. 322. 
10. In another Euripidean passage (Andr. 936) the Sirens are employed 
metaphorically (charm of eloquence , and this 
is close to the Home- 
ric conception of them. 
11. Cf. Weicker, op. cit., p. 50 and ML l+, p. 612. 
12. For a further discussion of their y&voc see ML 4, pp. 604f. 
13. This particle is common in prayers and wishes (cf. 0d. 18.202,20. 
61, Sapph. 33, Ar.! ys. 972, etc. ). In Tragedy, however, it is rather 
rare (cf. Ziegler, p. 24). This is the only case we have it with a kle- 
sis; but the klesis is also the prayer here. 
14. A similar instance is the kletic hymn in Eur. Pho. 676: instead of 
appealing to Demeter and Persephone directly, the Chorus appeal to. 
Epaphus. 
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15 Cf. also Soph; El. 110, Ar. Nub. 269, Pi. Nem. 3,0. hs. 45, l17,49,56, etc. 
16. Cf. also Keyssner, p. 135. The Eva - clause is common in magical pa- 
pyri:. cf. PM 7.329; 330; 786, 'Mag. hs. 6.20,7.11, etc. 
17. In'The. 973ff, however, we read: ovbet; s ävOpt 1twv, öv icpGSt'enk'1 yata 
xaX%i lJT /C is .T 
'Epeßos xaTaM,, & pa ra 1tcpaccp6vnc, /r pit' rat. 05TC XÜ- 
PnS ovt'avXnTnpos äxo is v/ oiTe tt. wv iaov bwp' bact, p6pcvoc; cf. also Eur. 
IT 181-5. But Helen's dirge will be a different song, the chthonian 
Sirens will accompany it. 
18. Here it means a mourning, song; see further Fairbanks, pp. 41-44 ("Seve- 
ral passages in tragedy where the meaning of the word is not quite 
plain"). 
19. According to Kannicht this is equivalent to epioC Yowudvn. W. Ax, Die 
Parodos des Oidipus Tyrannos, Hermes 67 (1932), p. 423, cites Ar. Vesp. 
326 (nä8o9 oi, xT. pas) as an example of a short reason for a prayer. 
20. Cf. ML 4, pp. 617f, and p1.1,6,7; cf. also Suid. s. v. Ectp1ivas' "... oý 
pu oý0yoL EcLprvas cpaat- OTIXO%PdaWnd mLva 6pv6OLa c? vaL... " 
21. Cf. also Et. M. s. v. 'A%Tepa: n6XLc Kp4Tng' 05TL aý Eet, p? vcS scot! 
npös Tä!: Mo 3actS CLS; EpLV EX of ctt, Staff r TV10CICcaL, exet Td vrcpd 
äi[e ßctXov . 
22. The chthonian Sirens are always represented as feathered, with wings. 
23. Cf. ML 4, p. 633 and p1.6,7. 
24. Their nymber varies. In Homer and Sophocles (fr-777 N2) they are two. 
Later tradition made them three (Apoll. Bibl. 7.18). Cf. also ML 4, pp. 
603f and Usener, Rh. M. 58 (1903), p. 327. Here no conjecture can be 
made about it. 
25. In some other examples we have a change from the second to the third 
person, see Kleinknecht, p. 67, with Ar. Nub. 595, Lys. 972. 
26. We have the same in Hom. h. 24, Soph. El. 110, Ar. Ach. 665, Eg. 581, Lys. 
1296, Ran. 324. 
27. In many kletic hymns, however, the only demand is the kiesis whether 
accompanied by a participle or an adjective, or not: cf. Soph. Ant. 
1115, Ar. Ach. 665, Nub. 595, Thesm. 1136, Ran. 324; 875, and manyÖrphic 
hymns; cf. also Tim. Pers. 202 ; 237. 
28. Cf. Keyssner, p. 57; this participial clause expresses also their TLuri 
here, cf. Keyssner, pp. 56f. 
29. Cf. Keyssner, p. 125(Il. 24.310, Tim. BOOPMG , Soph. OT 189, Eur. 
IA 1525, 
0. hs 21,23,24,25, etc. ). This verb commonly means "escort", and is 
employed in propemptic prayers; cf. also Od. 11.626. 
30. It is only in Euripides where we find such appeals (see above, p. 4-G). 
31. Again it is only in Euripides where we find appeals to birds (see 
also Chapter VI). At 1.175 the Sirens are called pouaeta (choirs), 
by metonymy. This noun is also employed by Euripides for birds in 
Hel. 1108 and fr. 88 N2 (Alcmene): &n56vwv povoeta (it is parodied 
by Aristophanes in Ran. §-3)-. 
HELEN21 1495-15.11 
1. For this propemptic see Cairns, pp. 115f. 
2. The worship of the D. had a dual character: partly chthonian and 
heroic, partly celestial and divine (see H. C. pp. 182ff). Euripides 
imagines them as celestial beings (fi. C. p585). In fel. 1659 the D. 
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say: Enetnep niä ZeiS enotnaev OcoiS; in El 1298 it is said for them: 
RM5 övTe Oew... Thus, this kletic hymn is'included in Part I of the 
present work. ("Gods and divine beings") and the D. are treated as gods. 
For their origin and cult see H. C. pp. 175-228. 
3. Cf. Il. 3.238, Eur. Hel. 1643ff, etc. 
4. Cf. Hom. h. 33.6ff Alcaeus 34, Pi. fr. 140c=fr. ad. 998 PMG ; RE, Suppl. 4, 
s. v. Epiphanie, 278,293,295; for epiphanies of the D. see also Pi. 
Nem. 10.49 with the Commentary of Bury, ad. loc. See also RE 5.1, s. v. 
Dioskuren, 1087,1096; M. P. Nilsson, Griechische Feste von religiöser 
Bedeutung, Leipzig, 1906, p. 418. 
5. Cf. Alcman 21 = Paus. 1.41.4 and Schol. A Hom. I1.3.242; Stes. 191 = 
Paus. 2.22.6. 
6. Steph. Byz. II s. Aioaxoüpwv: xtun ALßüns, 6v Tdv näpLV EnL6W&avtC9, 
ripnaaav Triv 'Eaevnv jv wxnaav. 
7. note denotes earnest expectation; in Pi. Pyth. 4.293 we have: eSXETaL... 
noT! / oZxov Cöety. 
8 Cf. ML l, p. 1154; H. C. p. 183. 
9. Cf. A. -H. -S. p. 440; ML, 1oc. cit. Dioscuroi is a later appelation which 
became an established divine title by the fifth cent. B. C. 
(cf. A. - 
H. -S. p. 439). This appelation first appears in Alcman 10b. 
10. For their parentage in general see H. C.. pp. 182f. 
11. Cf. Nilsson, op. cit. p. 418. 
12.. See A. -H. -S. p. 439: xoüpoL,, possibly descriptive rather than a 
title. 
13. Cf. Il. 3.237,0d. 11.300, Hom. hs. 17.5; 33.18, Alcman 2, Pi. 01.3.39, 
Alcaeus 34.6. 
14. Cf. RE 5.1,1087. When they appear "ex machina" at the end of the play 
they say: ndvTov napunneüovTe... 
15. Cf. E. Pfuhl, Masterpieces of Greek drawing and painting, London, 1926: 
p1.109 (the D. with two chariots led by four horses each); Boardman, 
ABV, frontispiece (Castor with a horse, Polydeuces with a dog: this 
recalls the homeric Kdcvropa. i. i[nööauov). For representations of the 
D. with horses in Art see also ML 1, p. 1173; RE 5.1,1122 
(their 
representations in Art of the Archaic period and of the fifth cent. 
are rare). 
16. Cf. also A. -H'. -S. P. 442: "on the other hand all Greek personifications 
, of light, with the partial exception of Selene, are equally 
invari- 
ably represented as driving a chariot, as are the Indian Asvins, 
the Heavenly Twins of Aryan mythology". 
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17. See'H. C., p. 184. This was their principal cult- place. 
18. For the identification of the D. with the Kabeiroi of Samothrace see 
H. C. p. 186; for the mystic character of their worship see'Cults 3, 
p. 207. 
19. Cf. H. C. p. 185. Cf. also R. Padel, "Imagery of-the elsewhere". Two 
choral odes of Euripides, CQ 24 (1974), p. 237: "In the second anti- 
strophe the D. fly throuhg whirling stars and over the sea". 
20. On the other hand in some Euripidean passages their haunt is among 
the stars: E1.991, Tro. 1001, Or. 1636; this is also said of Zeus in 
Eur. Cycl. 353. 
21. See further RE 5.1,1096. 
22. Cf. ML 1, p. 1172 and A. -H. -S. p. 439. 
23. Cf. B. L. Gildersleeve, Syntax of Classical Greek, Part 2, New York, 
1911,55 536-37. Cf. in particular S 537: "It is rare in the higher 
lyric, more common in comedy than in tragedy"; and g 541: "Names of 
gods as such do not require the article, but the articular form 
is 
very common, especially in familiar language". Cf. also Blass, Rh. M. 
44 (1889), p. 6: "Die Namen der Personen ... stehen ohne 
Artikel". 
24. See the Commentary ad loc. He changed it for stylistic reasons, 
which he does not mention. He follows Hermann (Praefatio in Eur. 
IA; I have not been able to find a copy of this edition). Kannicht 
at 11.1018-19*quotes Porson: "articulum raro propriis nominibus prae- 
fingunt Tragici nisi propter emphasin quandam auf initio sententiae, 
ubi particula inseritur". 
25. Haldane has not observed it. See Cairns, p. 117: "it would appear 
from this example (i. e. our kletic hymn) and from the final section 
of Sophocles' Phil. that a good dramatist will try to give the topoi 
of his generic example not only internal significance for that gene- 
ric example but also external significance for other events within 
the drama". Kannicht also has observed it. 
26. Appearing "ex machina" the D. fulfil the first epikiesis of the 
Chorus to appear from the heaven in order to be their sister's sa- 
viours, and assure them that they will also fulfil their second 
epiklesis to be present at sea ensuring proper winds for Helen's 
ship, escorting her back home. 
27. The mechane can perfectly well be a chariot (see also above, p. 
65 
and on Ion 452, p. 40 ). Dale comments on 1.1642: "The manner of 
their appearance is quite uncertain. They may have been swung 
in 
(on dummy horses 1665? ) from. behind the cxnvn, but our knowledge 
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of the unxavrj is pitifully inadequate". 
PHOENISSAE 676-689 
1. See RE 5.2, s. v: Ea hos, 2708f. Epaphus' haunt is Egypt. In the fifth 
cent., 'if not earlier, he was identified witk Apis by the Greeks (see 
Herodt. 2.153,3.27). 
2. Cf. RE 4.2, s. v. 'Demeter, 2717. 
3. Cf. "Cults 3, p. 75. 
4. Cf. RE 4.2, '2750. 
5. This is indicated by the epithets employed for her, such as: nAovTO- 
66TCLpa, navTO66tet. pa, äyaa6xapnoS, cyaa66wpoc, xapnopdpoc, etc. (see 
Bruchmann). 
6. For the identification of Demeter with Ge see A. Henrichs, Die "Erd- 
mutter" Demeter, 'ZPE 3 (1968) 111-112, and Orphic fr. 165. 
7. Cf. fr. ad. 926d'PMG : noaüoX ot, OhOat,. 
8. Haldane also believes that this epithet is chosen here for its re- 
levance to the battle theme, and she mentions Soph. OT 206,214f. 
9. Cf. also Y. Bequignon, Demeter deesse acropolitaine, RA 1958.2,149-177. 
He believes that the sanctuaries of Demeter on citadels are due to 
her association with Rhea, the unTnp opcCn (p. 177). 
10. For the use of xai at the beginning of the epode see Denniston 
fGreek'Pýrticles), p. 321: occasionally at the beginning of a sentence 
- not connective. 
11. This is the only case in which we have the verb xaXcty in the aorist 
(otherwise it is always in the present tense). In A. Suppl. 40 
(an 
appeal to Epaphus again) we have the aorist participle 
enLxCxXoPEva. 
In PM 7.1021 we have: 66s uoL... wc Exdacad ac (though this is a diffe- 
rent instance). Powell in his Commentary on the Phonissae says that 
the aorist here expresses urgency. The klesis is in the aorist too. 
12. Such "sententiae" have a magic power: see RE 11.2 s. v. Kultus, 2154. 
A similar instance is A, Suppl. 83 (an appeal of the xXDOL type). 
13. Cf. the epithet noXvwvvvos employed for Dionysus. The same epithet 
(noAutvuios) is employed for Demeter in 0. h. 40.1. 
14. See above, n. 6. Cf. also Wilamowitz, Gr" p. 270 and R. Merkel- 
bach, 
_Der orphisch'e Papyrus von Derveni, 'ZPE 1(1967), p. 27. 
15. See the Bude edition (by F. Chapouthier) on 1.301. 
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16. See Menander p. 44o: vctd TaO-ra Epcts e'xwpt, ov rViS XwPas, OTI1 stxd- 
TwS be Tnv fICTepav Xwpav 1ydnnacv 6 ecdS, t, 66v avTriv xaXast, bt, aq - 
pouaav. In our passage this cyxwut. ov precedes the appeal, and its 
function is to show the link between the city and the divine being 
invoked, and also to justify their appeal to Demeter. Our passage 
however, is not a hymn of praise. 
17. In the apparatus'criticus we read on 1.679: hdAcca bis MSS. Wilamowitz 
deleted one, metri gratia, and so did Murray. 
18 These two features, the short phrases and the anadiplosis, are due 
to the dramatic situation: the war is about to start (the same fea- 
tures are also found in the parodos of A. Septem ). 
19. The Schol. on Ar. Ach. 443 says: "xat; 6t, ä rouTwv Tdv Eüpt. i C6rjv 6i. a- 
nipet. oüros ydp c adyeL Toüs Xopo5S ou"Tc Tä äx6xovea cp cyyoudvouS 
ff fý ffIIfff 
TV u%OOEact., cXA LQtoptas rLvas anayy AAovTas, ws ev tats c'oLVCaaaLS. 
See further'Stasimon, pp. 252ff ("Das neue Lied: die i. QTOpCat. "). This 
stasimon, however, is not an i. atopLa out of context. At 1.629 Po- 
lyneices says: xäv TL' aoL, nöALS, y6vnTai, 114 Eu6, Tdvbe b'aýTW. 
Apparently this line inspire the Chorus to sing on Thebes, and fi- 
nally to ask for divine help for this city. Cf. also O. Panagl, Die 
"dithyrambischen'Stasima" des Euripides. Untersuchungen zur Komposi- 
tion und Erzähltechnik, Diss. Wien, 1971, p. 245: he quotes H. Parry 
(The'Choral Odes of Euripides, Diss. Univ. of California, Berkeley, 
1963): "The odes of the Phoenissae are also relevant to the whole 
play, since they reflect on a mytho-historical level the action on 
stage... ". It is natural for the Chorus to appeal for divine help 
on behalf of this city, at this moment (cf. also 11.244ff). The strophic 
pair of the stasimon forms the background of their appeal to Epa- 
phus. Their appeal concerns Demeter and Persephone, and their eulo- 
gy of Thebes justifies such an appeal. It would sound rather strange 
if they appealed immediately for divine help at the end of the first 
epeisodion (see also above, pp. 69 4). Kranz (Stasimon , p. 256) speaks 
of the connexion between these tacopCaL and each play; in our sta- 
Simon this connexion is indicated by expressions like Tävbe yav, 
täbc yd. And at p. 253 he says that the narrative is a motive of the 
hymn to gods. 
N 
. 'BACCHAE. (519) 550 - 575 
_4r0_ 
1. This narrative will-be examined'in Chapter III, as a "play within play". 
2. For questions at the beginning of a hymnal song see on Ilel. 167, n. 1; 
this question, however, is different from those discussed on Hel. 167. 
A somehow similar to this question exapmle is the beginning of Pi. 
'Isth. 7. This is the only kletic hymn which opens with such a question. 
This question expresses' surprise and-distress after what has been 
said in the preceding part. They expected the god to have already taken 
action. 
3. 'Dionysus, however, is XicLos in O. h. 50. 
4. On this epithet see Dodds, ad. loc. For the epithet äva& , used of 
various gods, cf. Keyssner, p. 83 and B. Hemberg, "AvaC, ävaaaa und 
"A- 
" vaxes'ä1s Götternamen, Acta Universitatis Upsaliensis, Uppsala, 1955. 
5. Cf. also Pickard -Cambridge, Dith. Trag. Com., p. 129 and the Commentary 
of Dodds 5XXIIf. 
6. See also Alexander , p. 5: "cte'wc 
&i6 nävtwv &Ov@v Ti evCwv it'uäTaL. 
eäv uev ON napä näot. v 6 Osöc tuyxdvn TLlýuEVOS ToOt'cztd uýYLQTOc 
enaLvos. &v 66 67E6 TLvwv, Tä vop, covra arTdv EBvn enaLvety XP ". 
Several scholars (Dodds, Roux, Paley, Winnington-Ingram, Euripides and 
Dionysus'. An interpretation of the Bacchae, Cambridge, 1948, p. 81) 
take'this part as the traditional feature of hymns and prayers, an 
enumeration of the god's various haunts where he may be at the moment 
when the appeal is uttered. That this part is different here has 
been also observed by Kirk, ad loc.: "In the case of D. a slight 
complication arises, and the distinction between where he might now 
be and where he would be likely to be in the future (when his cult 
would become firmly established) is not very clearly drawn". Haldane 
speaks of "an enumeration of the god's various haunts", without 
dir 
scussing the function of this passage. 
7. Apparently for the same reason as here, Hellas is called 
6X Ca in 
Philodamus 1.149. For the uaxapLav k of Pieria here see also Win- 
nington-Ingram, op. cit. p. 82. 
8. Hermann reads OupacyxiS here, as we have it in 0. h. 45.5. What matters 
in this case is the noun Ey oS: "spear", or any weapon. 
9. Cf. als6'0. h. 45.3 : öS ELccaLv Xa'pcLS n8'aCpaTL Mat. vdaL 0'&yvaCS" 
10. What is interesting here is that D. is summoned as ävaC to come 
and punish a king, who is called (gdvLos) ävnp. 
- . -i- 
11. A similar case is the epithet Tt, uäop'in A. Supp 1.41, as if from nomi- 
native TIVaWp; the common form is ttpdopos; ef. also oLv4 (Soph. OT 
209) from otvwnds. 
'h: R: ULES FLIMS 785-797 
1. This call on Thebes will be examined in Part. II of the present re- 
search. 
2. For these Nymphs see the Commentary of Wilamowitz on 11.781 and 788. 
In Pi. 01.14 we have an appeal to the local Graces. 
3. The neighbouring areas are mentlaned at 1.240: oi, U6v 'EAt, xwv' , oC 
66 riapvaaaoü nTvxds. 
4. This part will be discussed in Chapter V. 
5. Kranz, however, believes that here we have an invocation of Parnassus 
and Helikon (cf. Stasimon, p. 186). On the other hand Mocker includes 
this passage in the list of the invocations of the Muses, see on Hel. 
167, n. 3. 
6. In this case the appeal to the Muses is to "sing" cz to "narrate", 
see on Hel. 167, p. 64. 
7. Zvvaot, 86s means "singing in unison with". KeXu6oc means "loud, noise", 
"clamour"; it is also employed of musical sound: cf. Eur. IT 1129, cl. 
489; in Eur. Tro. 1072 we have: 8uoCat. Xopwv T'c"pnuot, v'Xabov; Lee in 
his Commentary ad loc. says: "bands of dancers and singers as cügnuov 
xeaaboL shows". The demand in our passage does not mean "ccme to sing 
the theme of the'poet", as Haldane believes, but it means "come to 
join us in our song and dance". 
8. Asopus is a river in Boetia, which also crosses inebes. 
9. In Murray's edition we have the verb ý&eT'here. In the apparatus 
criticus we read: xXp%cr'Hartung. Paley keeps nEcT'with crux, and says: 
Bothe proposes TIXctr', "celebrate with. a merry noise" and this suits 
both metre and sense. Dindorf changes it to nxcT: Langhoif remarks: 
nEcTc statt eines zu erwartenden nxcte. Die Form ist entweder ein 
Beispiel des Ersatzes des Imperativs durch den Indik. Fut., oder sie 
ist nach Analogie homerischer Futur - Imperative gebildet... oder 
sie ist korrupt. In CR 24 (1974) 25-27, a review of Langholf's dis- 
sertation by D. Bain, is said that nEct'is surely corrupt: "how can 
anyone ask to come to Thebes (or predict the coming of )a mountain- 
side at Delphi and the Mouowv &i; iata? ". On this poetical device see 
above, p. It ; moreover, at the beginning of the strophe the streets 
of Thebes are summoned to dance. Mocker, op. cit., p. 59 proposes an emen- 
dation to evncTc, an epic for-niula (common in invocations of the Muses); 
this formula, Lowever, is found in epic poetry only; cf. also Ilermippos 
fr. 63 K which is apparently an epic parody .I believe that Dindorf's 
emendation to nxcT'is the most logical; see also p. 1y 
10. =Cf. also K. Kerenyi, Die Heroen der Griechen, Zürich, 1958, pp. 199ff. 
RISUS 224-231 
1. In Eur. Ion first stasimon, after the appeal was completed in the strophe 
we have the Begründung in the antistrophe, where we also find two wishes 
in the optative, which, however, are not on behalf of the heroes of the 
play. The first stasimon of Rhesus is a different song. 
2. See Cults 4, p. 163. 
3. See the Commentary of Porter ad. loc. 
4. See RE 2, s. v. Apollon, 17. 
5. Ib. 19. 
6. See further Diggle, ad. loc. 
7. The ToFt, xri is one of the principal Suväpctc of Apollo, see Menander, 
IIept EpLv3i. axoü, 441. 
. 8. Cf. also Ziegler p. 56; for the epithet vwtript, oc see also Keyssner, p. 106 
9. See Cults 4, pp. 131,162. 
10. Cf. also Gr. Chorus p. 179: "In choral technique the Rhesus remains uni- 
que". For Rhesus'authenticity cf. H. D. F. Kitto,, The Rhesus and related 
matters. YC1S 25 (1977) 317-350. 
!. Choral lyric poetry was composed in triads (see Gr. L. P. p. 11); monody, 
in single stanzas. The inscribed hymns were either composed in single 
strophes with refrains, or without a strophic division (see Fairbanks, 
p. 125: the composition is a steady progress from beginning to end). 
PATZ 'RNS OF KLEI" H`. TMNS IN 2' 'S AND SOPHOCT. ES 
1. The only similar kletic appeal among our evidence is Ar. Thesm. 312, 
which starts with a collective invocation of the gods and proceeds 
to invocations of the gods individually, without a demand for a parti- 
cular service, as we have in S eptem . In Aristophanes we also find 
kletic hymns addressed to many gods. 
2. The transition to the invocation of Zeus is achieved'by the conjunction 
&XAd, which was eployed for the transition to prayers (see Ausfeld, 
p. 537). 
3. At 1.175 (XutjpLot, < T')&1cLSdVTC5 ncXt. v) td has been added by Seidler, 
and one may take the adjective XuTTjpLoL as connected with the invocation 
q XOt, 6aCVOVCS /AuTTipLol Tc. AOT40LOL is apparently a predicative ad- 
jective associated with the prayer (6ugL$dVTcS): cf. A. Eum. 298: önc5 y6- 
voLTO Twv8'4ot XOTripLos, Eur. Alc. 224: Xut pLoc Ex 8avätov yevoü, etc. 
In this line we have the principal demand of the hymn; the transition 
to the prayer is often achieved by the particle 6 in Aeschylus (cf. 
Suppl. 814,1030, Cho. 790,812, etc.; in Suppl. 531 the particle (b)has 
been added by Tucker, and in our passage <t')must be replaced by <6'). 
4. For the three gods joined together in a "Dreiheit" at the beginning 
(Athena+ Artemis+ Apollo), and at the end of the hymn (Apollo + Arte- 
mist Dionysus) see Usener, op. cit. pp. 13,26. 
5. This epithet recalls the xaXxouCrpav in Pi. Nem. 10.90 and Bacchyl. 
'Ey « it, a 20A. 14. 
6. In the invocation of Dionysus at the end of OT the Oxford text gives 
ßäxXov, an epithet not attested anywhere else. It is better to accept 
here BdxXov, an exwvupCa, which is also found in O. hs. 50.1,53.1. 
Our passage is then the earliest witness for this name, as is Ant. 
1115 for Baxxc3c. 
7. This seng can be classed as a Dithyramb (though there is no refrain). 
SHORT K. $ IC APPFIASS 
BCE 1017-23 ftý 







1. For this function of Apollo see Fairbanks, pp. 5,68. 
2. For the paean prayer in time of illness or distress, see Fairbanks, 
p. 15. 
3. The at", ydp + optative is common in Homeric prayers (cf I1.4.288,7.132, 
16.97, etc. ) 
F 
JU= fr. 5,4-5 
1. See Cults 2, pp. 476ff. It is worth mentioning that the EnwvuiCa Atxtuv- 
va does not occur in Aeschylus and Sophocles. 
2. See further Fairbanks, p. 117. 
3. See further the Commentary of Fraenkel, ad. loc. 
ORESTES 1299f 
1. That the appeal is to Zeus himself, it is indicated by the adjective 
ent"xovpos. 
2. See further Keyssner, p. 53. 
3. See further Keyssner, p. 44. 
A. SUPPLIC ES 630f 
1. An occasion similar to this is Ar. Thesm. 312, which is a decorated 
kletic hymn to various gods; the actual prayer follows at 11.352ff. 
SUBTYPES of KtETIC HWS 
1. If this fragment is Euripidean, then this is the only lyric appeal 




1. For the cult of Ge and Helios see'RE 7.1, s. v. Gaia, 467-70, and 8.1, 
s. v. Helios, 63-70. 
2. For Helios as the god who sees and hears everything see RE 8.1,58 
and cf. 11.3.277, A. Cho. 985, Eum. 1045, fr. 192.5 N2 (Prom. Lyom. ), 5oph. 
OC 870, etc. 
3. Cf. RE 7.1,478. 
4. Cf. RE 8.1,64. The Chorus consist of Korinthian women. 
5. Cf. Tt. ßept, os, fcpC aXrtpcfTwv ( Spengel III, p. 76): (. ep4 Cc TnXcpdXoLo, 
instead of Telemachus. 
6. For the "Dreiheit" Zeus, Ge, Helios see Usener, op. cit., pp. 18f. 
7. For appeals to Helios see RE 8.1,59: "Man ruft ihn an als Zeugen 
jeglicher Tat und als Rächer des Frevels"; and for appeals to Ge, ib. 
7.1,478: "Und auch in höchster Not wenden sich die Menschen, nicht zum 
mindesten die Weiber, an die gute Allmutter". 
B. For Helios' children see RE 8.1,80. 
EI. ECTRP 1177 
1. For this scene see the Commentary of Denniston, ad. loc. 
2. On this see Cults 1, p. 71. 
SUBTYPES OF KLETIC IN AESHCYIUS 
1. The prayers from the parodos of the Supplies will be discussed as 
separate passages in different groups of classification, since this 
parodos cannot be analysed as one hymnal prayer, because of its stru- 
cture. In the parodos of the Septem we have a unified hymnal appeal, 
though not from the beginning of the parodos; this does not apply to 
the parodos of the Supplices. Cho. 800 is a part of a longer hymnal 
appeal, but of a different class from the remaining appeals. (This method 
applies to many other passages from Tragedy discusseä. in the. present 
work). 
2. In-this appeal and in'Cho. 476 we find the participle xX5ovtcS, which 
has the function of a klesis (xXOte): cf. also O. h. 13 (xXvwv 'xctnPC6a 
I; wvnv/ nýunots), Soph. Aj. 693 (poxwv... ). Some scholars believe that it 
it is better to accent xauövies (see the Commentary of Rose, ad. loc. ). 
-N 
The aorist participle of this klesis is not attested in any appeal 
(A. AL,. 814, is not an appeal); we have, t: 4ough, the present participle 
(O. h. 13)'. 
3. See also H. Lloyd - Jones, Zeus in Aeschylus, JHS 76 (1956), pp. 57f. 
4. Aeschylus treats Zeus with a special respect; on this cf. Lloyd-Jones, 
op. cit.; cf. also Stasimon, pp. 42f. 
5. Such collective appeals are common in Aeschylus(cf. Stasimon, p. 41 and 
Fraenkei, on AE. 5l3). In Euripides and Sophocles are not common. 
6. See Taplin, 'The Stagecraft of Aeschylus, p. 453. 
7. For instance naaaCX$wv, Xpvao%4XnC, vcueTwp, äpCxTwp, etc. 
8. These epithets have a specific sense here, for instance, yaLdoXos 
(which is a stock epithet of Poseidon), c3Xßt. o5 (otherwise ornamental 
simply); o5pt, og, a cult title of Zeus, the giver of wind, here in 
the 'sense of conducting things to a happy issue, etc. 
GENERAL CONCLUSIONS ON CHAPTER I 
1-For this distinction see Keyssner, p. 2. In that aspect 






1 . Cf. also Schol. Lond. (AE) Dion. Thrac. 450,34 Hilg: fpoaevxtLxdv 
Ectt 
Td ý66pcvov dSndvras TOÜS OcoÜs xad bt, 'E xns aCTnadv iLva ncPLdxov 
(cited by Färber, II, p. 58). 
2. Cf. Wünsch, 'Arch. f. Relig. 7 (1904), p. 97: Die beiden Hauptbestandteile 
des Gebetes sind die Anrufung und die Bitte. The prayer in A. Gr. 1.118 
consists of a Begründung, a decorated invocation and demand. 
3. See also above, on Rhes. 224; p. IT- 
4. It is worth mentioning that Bowra (Gr. L. P. p. 200) compares Sapph. 1, 
a kletic hymn, with 11.16.233, a euctic. 
5. It is not always necessary the gods to appear on earth in order to 
fulfil the prayer. They can also intervene from above. Appeals of the 
kletic type imply a humanizing conception of the gods. 
6. Cf. Menander, p. 343, quoted above, p. iA4" 
7. Our list includes the longer among them and the most interesting for 
our research. 
8. It is worth mentioning that appeals of the euctic type are more than 
those of the "listen" type in Homer. 
9. This prayer in the Supplices shows what Proclus means by the heading 
"ei. S eco3S xaC 6v8pwIcovs", see above, p. i. 44 " 
ALCESTIS 213-225 
1. For the beginning of a lyric with a question, a technique in 
Aeschylus, and also in classical Tragedy, cf. Stasimon, p. 150,190. See also 
on Hel. 167, n. 1. 
2. Another Aeschylean technique is, a question in the antistrophe is an- 
swered in the following strophe (see Stasimon, p. 155). Here we have semi- 
choruses. Dale in her Commentary on Alcestis ad. loc. comments: 215 and 
218, though not exactly question and answer, belong most naturally to 
different speakers. See also on Hel. 167, p. 56. A somewhat similar case 
to this is the parodos of Soph. UT: question and doubt in strophe a, pra- 
yer in the remaining of the lyric. 
3. See Schwenn, pp. 48-52. 
4. For the 6uvaiLc of the gods see also Keyssner, pp. 48f, 85f. 
5. For this hymnal technique of. also A. Sýe tt. 145 (Avxet. ävat, AvxcLOS 
ycvoü), Ag. 973 U6 TeacLE, TaS Eu&c evXag TEAcL). 
-y T8- 
'/IEDEA 627-41 
1. See further Ziegler, pp. 11,13. 
HERACLIDAE 770- 83 
1. Wilamowitz believes that the goddess addressed here is Ge, not Athena 
(cf. Gr. Versk. p. 452). 
2. For the honour which a god receives see further v. Fritz, p. 20 and Keys- 
sner, p. 60. N 3. See E. R. p. 171: In the liturgies of the earlier as well as the advanced 
religions the divinity is commonly addressed in terms of kinship. For 
the meaning of this epithet here see also the Bude edition, ad. loc.; 
cf. also Keyssner, pp. 22ff. 
4. See v. Fritz, p. 20=''The gods do hesitate to give up a city which has 
honoured them: ' 
S UPPLI CES 626-33 
1. Collard in his Commentary ad loc. wrongly comments: we invoke again 
the gods we have invoked before (377-80)': The Chorus have not uttered 
any other prayer to gods so far. The invocation at 11.377ff is not a 
prayer to gods but an appeal to Athens. Line 626 probably refers to 
prayers uttered outside the drama. The participle xexXnuevovs probably 
applies to the gods as subject to prayer in general. 
2. It is not a kletic formula, as Haldane says, ad. loc. 
TROADES 511-21 
1. For this stasimon see Stasimon, under Das neue Lieds die 
t, atopi at, 
0 f, 
passim,, and the Commentary of Lee, ad loc. 
2. Under the appelation Movca, the Muse of the specific kind of poetry 
is meant. In some prooemia of this type we have the name of Kalliope 
(the Muse of epic poetry): cf. Hom. h. 31.2 , Alcman 27, Stes. 240. On the 
other hand, some other songs open with an appeal to the Muses, and such 
appeals are less in number (cf. Il. 2.484,11.218, Hes. 0p. 1, Paean Del- 
hicus 1, Limenius 1, etc. ). 
3. After this introduction, the Chorus proceed to their narrative. 
4. Haldane has failed to observe this Euripidean technique. She classes 
this appael in the examples " in which the hymn is used in an ironical, 
satirical or otherwise unorthodox manner", because"the Muse is invoked 
with the typical &uq. VOL but her song is to be an wbäv cnt, c 8CLov 
telling of the destruction of Troy"; this is all she says on this appeal. 
As the above presented analysis of the passage has shown us, this appeal 
does not sound satirical or ironical. The invocation of the Muse at 
the beginning of a hymn is a zönos (cf. Adami, p. 219)" the song is called 




1. Cf. Glaube I , p. 173, Diggle on Eur. Phaethon 268. 2. Cf. J. Diggle, On the'Heracles' and'ion of Euripides, PCPhS 20(1974) p. 
25. 
3. See further Cults 2, p. 515 and the Commentary of Kannicht on Hel. 569. 
Generally Hecate was "eine Gottheit volkstumlichen Glaubens' cf. Pfister, 
Philol. 84 (1929), p. 8. 
4. On this see v. Fritz, p. 12: MNor was magic in the classical period offi- 
cially anathematized as irreligious or anti-religious it was merely 
reserved a very small corner. There was a special goddess supposed to 
be connected with magic and sorcery, Hecate... But this deity, Hecate, 
while her existence is acknowledged, has hardly any part in respectable 
religion; and where she does appear in a prominent place, as for in- 
stance in Hesiod's Theogony (410-452), magic and sorcery do not appear 




this stasimon see Stasimon, under" Das neue Lieds die totoptaLf, 
passim. See also the Schol. at 1.1019 and the Schol. on Ar. Ach. 443. 
For an examination of the«stasimon cf. Panagi, 'op. 
N it. pp. 178-93. 
2. See the Schol. ad loc.: ano routwv EXpnv cvBEwS ap&aaeat, tov Xopov" 
sxctva y&p 7epvTT& ctat. v': See also Stasimon , p. 256: this part connects 
the lyric with the preceding scene. For the transition to this part 
see H. Parry, The second stasimon of Euripides' Heracles (637-700), 
AJPh 86 (1965), p. 372: "Critics may still be worried by the abruptncss 
with which strophe b begins. Yet the Greeks liked to use asyndeta to 
create impressive effects (cf. Pi. Pyth. 1.29ff). And we observe that in 
the, Phoenissae 1054 the chorus turn directly to the praise of Menoe- 
ceus with just such asyndeton: 
3. See the Commentary of Wecklein, ad loc.: 
oder Relativsatz vertritt das 
Objekt zu &y&vc0a. 
ORESTES 316-331 
1. See ML 1.1 s. v. Erinys, p. 1323 and RE Suppl. 8,117. The Erinyes can 
create madness: cf. A. Eum. 330f with RE loc. cit. 113. Pausanias identi- 
fied them with the Mav äL, goddesses honoured at Megalopolis (see 
Cults 5, p. 442). 
2 For the nature and characteristics of the Erinyes see ML 1.1 pp. 1310 
f. In Art they are represented as ntcpoyopoL, see ib. p. 1311. 




1. See the Commentary of Dodds ad loc. See also M. Arthur, The Choral odes 
of theBacchaeo of Euripides, YCC11S 22 (1972), p. 154, n. 2L; G. B. Walsh, 
Iphigenia in Aulis: Third Stasimon, CPh 69 (1974), p. 241, with n. l. For 
-I/to- 
a discussion of this stasimon see also H. Musurillo, Euripides and Bio- 
nysiac. piety (Bacchae 370-433), TAPhA 97 (1966) 299-309. 
2 See also Arthur, op. cit., p. 154: "note the switch from the optative 
(txo6pav)which expresses yearning desire, to imperative at the end of 
the strophe. 
IA 1521-31 
1 See Smyth, xxxiii. 
2. The paean before important undertakings is a prayer to prevent an evil 
outcome,, and it is accompanied by sacrifice (Fairbanks, p. 18). The pra- 
yer here aims at that, but the Chorus are not at the altar. 
3. The extant Commentaries and Haldane fail to observe this feature. 
Fr. 912 N2 
1. For a list of prayers accompanied by an'actio sacra", whether described 
within the prayer or before it, see Ausfeld p. 506; such prayers are not 
many among our evidence. 
2. For the cult of the dead and the offerings to them see E. Rohde, Psyche. 
The cult of souls and belief in immortality among the Greeks. Translated 
from the 8th edition by W. B. Hillis, London, 1925, pp. 166ff, 169,171. 
3. On this see H. C., p. 8. 
4. See Cults 3, p. 35. 
5. Ib., p. 280; Rohde, op. cit., p. 159; M. L. West, The Dictaean Hymn to the Kou- 
ros, JHS 85 (1965), p. 158 (cf. also I1.9.456f, A. Suppl. 154ff, AE. 1386f, 
-Soph. OC 1606). 
6. Our fragment is not an example of ouy, pnTLouöS (Theokrasia), which we 
find in other Euripidean passages (Hal. 1301, Bacch. 58, fr. 472 N2(Kretes); 
see Kern, Vol-iii, pp. 145ff. 
7. Cf. Rohde, op. cit. p. 236. 
8. Ib. p. 159. 
9. Ib. p. 160. 
10. The conjunctions rj or citc are employed for the 
enwvupi. 
at, of the god : 
see Keyssner, p. 47 with Menander, p. 438: w ZVLv0tcAA%oXXov, Ti. va ac Xpn 1 41 npoact, ltcl. v; 110TEpov TiXt ov. ... 
to 
voÜV... ... 11. See further Norden, pp. 157ff (dApostrophe mit anaphorischem au ). 
12. For this epithet cf. further Keyssner, pp. 75-77. 
13. In some other passages it has a different meaning: in Has. Th. 486 
0vpav"6ng is the son of Uranos and at 1.502 the Titans are 0upavL6aL. 
In Pi. P th. 3.5 0üpavi. 6ns'is Kronos. % 
4 
-y84- 
PAT'T'ERNS OF Et TICS IN AE: CHYLUS AND SOPHOCLES 
l. In the Oxford text in'Suppl. (630)676 we have an epithet, Cxätav, 
which is-employed for a single time. It is interpreted by the scholars 
as equivalent to the traditional epithet of hers c arnBcAor, ExnßoXOS3 
in this case it is ornamental, it has no_relevance to the occasion. 
Artemis was identified with Hecate (see'Cults 2, p. 506 with A. fr. 170 N2 
(Xandriae), Eur. 'Phon. 109, 'Mag. h. 21), and one of Hecate's functions 
was her interest in child-birth through her association with Artemis 
or. Eileithyia (see Cults 2, p. 519). I believe that it is better to read 
`ExaTav here. (As Haldane says., we are probably to read'Exccta but she 
does not discuss'this point further). 
2. For the immediate answer to the appeal in'Pers. 628 (and 658) see Taplin, 
'The ' Stagecraft' of 'Aeschylus, p. 115. 
3. In a similar case, Euripides composed'a short propemptic prayer address- 
ing the heroine: Alc. 741. For the unique beginning of our song cf. 
Emped. 'De Nat. fr. 3.3ff, Ar: 'Nub. 295..,. 
4. For this invocation see'Stasimon., p. 306. (_S. 186): die Anrufung des 
Thanatos am Schluss v. 1577 ist. formal etwas Neuess inhaltlich, nicht. 
5. For Thanatos as ä . personified-divine power see 
RES. A1, s. v. Thanatos, 
1245ff. - 
6. For Kerberos cf. Nilsson, ' Die' Religion' in' den griech. 'Zauperpapyri, 
p. 75. 
7. For 6aLp v see Usener, Götternamen, pp. 248,292f (they are not always 
equivalent to gods). 
SHORT. ' EUCTICS 
ALCESTIS 741-46 
1. See RE 8.1, s. v. Hermes, 789f. 
2. Whom they have praised again in a long lyric (435ff). In our passage 
the encomium of Alcestis consists of the address to her at the beginning 
and the second wish itself. ' 
KRE'IES fx. 5.6 
1. See Cults 2, p. 516. 
2. See ib., p. 510f and-RE 7.2, s. v. Hekate, 2778. Cf. further Cults 29p. 516% 
'Hekate being often represented hurrying with torches may have een 
considered as-a leader of the ways in the Lycian worship of Hekate 
JlpoxaenYcTLS M. 
3. See Cults 2, pp. 509 f, 'RE 7.2,2770. Cf. in particular Eur. fr. 968 N2 
(inc. fab. with Plut. de Iside et`Osir. 379d. 
4. For the torches of Artemis borrowed by Hecate see Cults 2 9p. 516. 
NMFA 759-63 
1. See RE 8.1,777f and Cults 5, p. 18. Notice that the epithet %oV%ai. oc 
_y gz 
or nounös is also employed of Hermes under his function as luxonontcc: 
cf. Soph. Aß. 832 and'O. h. 57.6. 
2. Some further appeals are introduced by &Xaä: Pi. 01.7.87, A. Pers. 628; 
641, 'Cho. 306',. Soph. OT 903, etc. 
PHCNISSAE 151 
a 
1. As Creagham says- (p. 40)*r The curses that Sophocles' characters utter 
are very similar to the prayers of petition in farm... and a plea for 
compensative justice" as is our passage. 
SIORT EUCZZCS IN AESC HYIUS P sOPHHCLES 
1. For. Peitho as an abstract' personification see Nilsson, Eranos 50(1952), 
p. 38; 'Cults 5, p. 444; 'RE 19.1, s. v. Peitho , 194-217. Cf.. also 
Hes. Op. 
73, Alcman. 64, Ibycus 288, Anacr. 384, Sapph. 96.29, etc. She is often 
associated with Aphrodite. 
2. For Aeschylus' hupvi. a see' Stasimon, pp. 131ff and Stanford, Aeschylus 
in'his'Style, p. 85. This 'yvpv6ov is not found . 
in a hymnal lyric. 
cquvvt. ov which follows the appeal in'Suppl. 138 is. also repeated after 
the following prayer'to Artemis and it is found in the parodos of the 
play, which consists of. a number' of prayers to. gods; in this 
cU VL. ov , 
however, there is no address to the god. On the contrary, the 
ccUpVtov 
in-Suppl. 890 consists of invocation and prayer. 
GENERAL CCtC USICNS CN CHAPTER II 
1.0f the following epithets ueyas and üaaTos are traditional epithets 
of Zeus; ti os is traditional of Apollo.. Zeus ö AävTa vEwwv appears here 
only; in A. Sept. 485 he is vcueTwp; cf.. also A. SM1.403f. HeyzXat is used 
for the Moirai here only; it comes from the sacral vocabulary. For'Ept, vüs 
Texvwv cf. A. Sept. 70: 'Ept, vu'S icazpoS. @ovia of Ai. xn is employed here 
only; it is chosen for its relevance to the occasion. The Homeric epithet 
ALoycvns is used for the gods by'"Aeschylus (cf. also Suppll. 630, Sept-129 
and Soph. Aj. 91); in Homer it is an epithet of kings. 
2. This short prayer is a type of Amen: see Wünsch, ' Arch. ' für Relig. 7 




1. Our evidence for hymns of praise also includes some passages listed 
already in Chapters i and ii, because they contain a prayer of the kle- 
tic or euctic type. Yet, their main aim is praise of the god, and they 
are associated with a cult or some other religious event. 
2. His "res gestae"; the hymn thus takes an epic character: cf. Kern, Vol. 
i, p. 156. Another type of narrative songs, either concerned with Diony- 
sus or with any divine or heroic subject, were called #1Dithyrambs": cf. 
Plato, Lam. 700b, Rep. 3.394b-c, Plut. De Mus. 10; for the Dithyrambs 
written by the lyric poets see Gr. L. P., pp. 88,318, Pickard- Cambridge, 
Dith. Tr. Com., pp. 17,24ff, H. Jurenka, Die "Dithyramben" des Bakchylides, 
Wien. Stud. 21 (1899) 216-224, R. Jebb, Bacchylides. The poems and frag- 
ments, Hildesheim, 1967 (Cambridge, 1905), pp. 38-40. Kranz's list of 
Euripides' "dithyrambic stasima" (those with a narrative, see Stasimon, 
p. 254), includes three songs with a divine narrative, which will be 
examined in this chapter: IT 1234, Hel. 1301, IA 1036. The affinities 
or differences between these three songs and the narrative hymns (epic 
or choral), and also the dithyrambs of the lyric poets, will be discuss- 
ed in the analysis of these songs (see also Stasimon , pp. 253f). 
3. Furthermore we may have a narrative of the god's'vapycus npa&ct, S (cf. 
Diodor 1.25.2-5), his miracles (cf. RE 11.2, s. v. Kultus, 2117), his cu- 
epyca6aL (cf. Diodor, 5.46.2, Menander, p. 333 and Alexander, p. 6: "ctTa 
noTanos i[pos robs avOpwnous ecpavn, ev8a 6, n (; tAav9pw1iLa ). For this 
kind of narrative I shall employ the hellenistic term"'ApctaXoyuta 
which means the narrative of the god's r'. pctaL in the sense of 8cLa 6u- 
vaut, s (cf. RE 2. l, s. v. AretaloZoi , 672). Another term 
for a narrative 
concerned with deities is" epos X yoS"s cf. Ael. Ar., "IEpwv Aoyuv A' , 
p. 376: 'cpoi, A yoL titulus solemnis librorum, quibus dei cuiusdam fa- 
cinora celebrabantur"; cf. also Herodt. 2.81 and the orphic tcpoL XOYOL 
cv pabw5Lat, s x6'; for an illustration see Paus. 9.25.6-10 with RE 
Suppl. 6, s. v. Aretalogoi , 13. For such~evapyctc npä ci. S' of the gods 
cf. Herodt. 8.36-39, Xenoph. Hell. 4.7.4, Paus. 8.10.8f, Pi. Nem. 10.49, 
with the Commentary of Bury ad An example of such a narrative 
eApcTaxoyta)=is the second part of Isyllus' paean: xai, tobe cis äpetrt5, 
'AQxAnn, e, Toupyov c6ct, &as etc. The second part of a hyrn of prayer 
(the Begründung), when it is a mention of past services rendered to 
the petitioner by the god can also be called'Ape'raXoyt, a; Keyssner (p. 3) 
calls "Aretalogie" the middle section of a hymn, the " pars epica". 
4. Wunsch (RE 9.1, s. v. Hymnos, 142) speaks of this type of praise only `er erzähltt im Stile des Epos von den Taten der Götter... (objektive 
Hymnen )". 
5. Cf. Maas, Ep. hs., p. 1341"Es wird doch wohl auch in klassischer und früh- 
hellenistischer Zeit Hymnen gegeben haben, die nicht nur die Tätigkeit 
sondern auch das Wesen des Gottes schildern". Wünsch also (op. cit., 147) 
distinguishes two types of praise among the Homeric hymns. -"Sehr breite 
Darstellung eines Göttermythos ist das kennzeichen der grossen H. Neben 
den erzählenden Gesängen stehen beschreibende, die das Wesen der Gottheit 
deutlich machen durch eine Ekphrasis ihres Wirkens (H. 19,27,30,31,32)". 
In hymns of prayer the Begründung, is sometimes a mention of the god's 
power or nature in relation to the demand (see Introduction, p. 6 ). 
In hymns of praise of the second type the power and nature of the god 
are the subject of the hymn itself. 
6. This is an expression of my own. The general scheme of classification 
presented above concerns the content of the songs. A further classifi- 
cation is that concerned with the occasion the hymn is composed', the 
god addressed, its form, the manner of its performance: see Introduction 
-qaq. 
p. «. In the analysis of the songs under consideration, I shall refer 
to any specific type of hymn we find. If no specific type exists, then 
the song will be classed as', hymne. Generally, in a cult-song we can 
find three elements, as far as the content is. concerned: the cuac of 
the god (his nature and attributes), the 6 vaut, S of the god (his functions 
and his epya) and his birth-myth (yovaL): cf. A. J. Festugiere, La signifi- 
cation religieuse de la parodos des Bacchantes, Eranos 54 (1956), p. 75. 
7. The following list includes the most important and best preserved songs. 
B. Alcaeus 308b (to Hermes), of which we possess the beginning only, belongs 
to this type of praise and is a ycvcaaoyt, xos upvoc: cf. Alcaeus 308a % 
'AXxaios f-HTaLatou xaL %&Xt, v`Eppoü (yovac vpvnccv)a Menander, p. 340. For 
the style of this hymn cf. Wilamowitz, Sappho und Simonides, Dublin, 
1913 (repr. 1966), p. 312z"... deren Stil nicht nur von epischen und cho- 
rischen Hymnen weit. entfernt ist, sondern auch von noLxt, Xo pov' ä$ävat' 
'Agp68LTa und yovvovuai, a' caaprjß6Xe". 
9. Cf. RE 18.2, s. v. Orphische Dichtung, -1331', 'and Menander, p. 333, although 
he refers to'Opcpw hymns and possibly not to our collection; on this 
see RE 18.2,1332: "Dass der'Rhetor Menänder'iii 333 die erhaltene Sammlung 
im Auge. hat, ist. sehr wohl möglich". Notice. Menander's expression 0'.. 
noAAoL Twv'OpTews`1, not all of them; in our collection all of them belong 
to this type; all of them also contain a prayer (see above, p. ß. 33). For 
the relation of our collection to the'OpOws hymns see Dieterich, De 
hymnis Orphicis capitula quinque, pp. 17f, 24, 
10. Cf. v. Fritz, p. 27: "Thanksgiving prayers and hymns in praise of a god are 
naturally closely related". 
11. Hypsipyle 'frr 57+ 58 (Bond) is a hymn to Dionysus but since it is not 
well preserved, is excluded from our list. 
12. Ausfeld's term "pars epica`' applies to this part, and not to the middle 
section of any hymnal song. 
NARRATIVE HYMNS 
IT 1234-83 
1. Cf,. also Panagl, Die dithyrambischen. Stasi'ma' des Euripides, p. 128. 
2. The same view has been expressed by Paley', England and Weil in their 
Commentaries. 
3. Paeans can also be thanksgiving songs. But not all thanksgiving songs 
are paeans. 
4. We also have more than one story it Hom. hs. 3,4 and Limenius. For the 
unity of the Homeric hymns see A. -H. -S., p .' 5. The story is also narrated to the end in Hom. hs. 2,4,5,7. In some other 
hymns we have the opposite: e. g. E P. h. to the Mother of the gods. on the 
other hand among the Dithyrambs ofBacchylides, only in Dith. 17(16) is-the 
story narrated to the end. 
6. Apart from the long Homeric hymns the narrative is also picturesque in 
Limenius and Philodamus. Cf. also Bacchyl. Dith. 17(16). Most of the songs 
of this type among our evidence are not marked by-brevity. As an exception 
I shall mention the short poems among the. Homeric hymns, Limenius and 
Ep. h. to the Mother of the gods. Cf. also Bacchyl. Dith. 15(14), 16(15). 
7. Cf. also Panagl, op. cit., p. 120: "Das einleitende Wort, das hier als No- 
-ý{SS- 
It 00 minalsatzkornpositum gesetzte Einau verrat in seinem nominalen Bestand- 
teil bereits mehr vom Sujet der'hymnischen Erz*hlung: es wird von Taten 
des kindlichen Gottes die Rede seine. 
8. See Denniston"(The'"'Greek Particles) , pp. 162f (6E continuative). 9. Cf. also Maas, 'Ep. Hs. p. 141, ., *Der aus den epischen Hyimnen bekannte 
unvermittelte Übergang von der'Erzählung in den schliessenden Gruss ist 
auch für einige, lyrische, Gattungen_als typisch bezeugts, Aristeides, I,, 
369 Dind. xpat , otov ovv WatEp. oý Twv öt OUf&jJßcýv xal. 1[alaVWV llol. Trral. Cu- 
Xnv ttva npoa8svta ovti xataxXcioaL Töv aöYov, war der Schluss von Bakchyl. 
17K bestätigt". 
10. Cf. R. C. Jebb, Bacchylides, 'PBA 1 (1904), p. 15; cf. in particular Dith. 
15(14) and 16(15). 
11. For. the to with relatives, which is an_epic use, see Denniston (The 
Greek pärticles), pp. 496,521: it presents the action described in the re- 
lative clause as typical and habitual; of. also p. 523'(4here our example 
is also quoted): in lyric it is used in general statements. 
12. Deubner. (De'Incubatione, Lipsiae, 1900, pp. 49-55) first pointed out the 
affinities of the Delphic hymns with our-hymn (see-also Adami, p. 217). 
13. Cf. R. C. Jebb, Bacchylides. *The poems*and fragments, pp. 47,50. 
HELENA 1301-1368 
1. Cf. Stasimon, pp. 251ff, Kannicht, p. 328. 
2. In the interpretation of this ode Kannicht follows W. Scott, The Moun- 
tain - Mother" ode in the Helena of Euripides, CL3 (1909) 161-179. Go- 
lann's interpretation (The third stasimon of Euripides Helena, TAPhA 76 
(1945),. 31-46) is ingenious but not convincing. A third interpretatl-on 
according to which there is a link between Helen and Persephone (see 
A. N. Pippin, Euripides"Helen': A. Comedy of Ideas, CPh 55(1960), pp. 155f) 
is refuted by, the interpretation of Scott. 
3. Cf. Bowra, Pindar, pp. 278,290,309. We find the same in Alcaeus' hymns,. ' 
see Gr. L. P., p. 168. On the other hand Bacchylides ends a narrative'(Dith. 
15) with a moral lesson, 4N 4. One of Menander's instructions for the composition of aýuv8t, xoS UPVOC 
is-this: npWtov v un an ev8cta aavta Cta&yCLv, 
&xx& Ta uev RapaAL- 
icei. v AcyovTa, Ta 6C cvyKwpct. v ... (p. 339). 
5. In the whole song the goddess is mentioned seven times, but never by 
name (o'vpcLa uäTnp 8ei"v, eeä, U&tfp, MaTpös, Be&, Ucy&Xas uatpoS, BEaS); 
to. these we may have to add one further time, if we accept Canter's emen- 
dation at 1.1343% Anol, and"thus we find her name once. The goddess de- 
scribed in our song, is not the Eleusinian Demeter but the Asiatic Kybele, 
whose identity became fused with Demeter (on this see Pippin, op. cit., p. 
155, n. 8, who accepts the. emendation of Canter believing that the goddess 
is Demeter here). The Asiatic Kybele, the Mountain -goddess, is very often 
not named (cf. Kern, Vol. i, p. 129), but invoked or referred to as MEYctXf 
MnTnp, as in our song, or by another of her epithets; cf. also Hom. h. 14, 
Ep h". to the Mother of the gods, Pi. Dith. 70b, Tim. Pers,. 125ff, 0_"27" 
Enw is a name of Demeter Eleusinia and our goddess is by no means the N. Eleusinian Demeter. I believe that Golann's emendation to (%apOEVW) bat. a 
is very logic. 
6. For the function of such a sentence in a narrative, see PaYiugl, op. cit., ' 
pp. 145ff. 
7. The epithets employed of the divine beings mentioned in this-song are 
all traditional epithets of theirs, with the exception of äppnTOc (of 
Persephone), for whidh this song is our. earliest quotation (cf. also Eur. 
-y86- 
fr. 63N2 (Alexander), Carcin. fr. 5 N2 and 
of Aphrodite see on ' IA 543, p. d. 88 . 
8. Apart from the two hymns mentioned (on 
The Homeric'H zm to Demeter, Oxford, 1974 
Melica, CQ 20 1970 , pp. 212ff), the poet 
certain songs of Lyric poetry. 
IA 1036-79 
A. Cr. 7.352.2); for xaX ata 
this see also N. J. Richardson, 
, p. 69 and n. 2 and M. L. West, 
also repeats in many points 
1. The stasirnon is- examined' in Part I of the present work because the 
heroine of the story"is Thetis, not Peleus, and her fate is. contrasted 
to Iphigenia's. Thetis is a divine being (see RE 6.1, s. v. Thetis , 206). 2. Kranz includes it in his list of the " dithyrambic stasim see Sta- 
simon, pp. 251-255. - 
3. For the final part of the stasimon". see further G. Walsh, Iphigenia in 
Aulis: Third Stasimon, CPh 69. (19J4), p. 247. 
4. Cf. Jurenka; Wien.. StuT21' (1899), pp. 219f and Smyth, CXIX. 
5. See Br. Snell, "Sapphos Gedicht OAXNETAI MOI KHNOEHermes 66(1931), 
p. 74. In the uaxapLpoc motive the groom was commonlyy a dressed. 
6. See further Smyth, CXVI. 
AL ESTIS 570-587 
1. Cf. Bowra, Pindar, p. 278 and Jebb, Bacchylides, PBA 1(1904), p. 15. 
2. On this cf. A. Pertusi, Euripide e Saffo; 'PP 8 1953), p. 377. 
BAOCFAAE 88-104 
l. Both Knoke and Haldane have failed to notice this. Knoke, however, 
remarks that this narrätive-follöws the epic pattern, and he calls it 
the "pars epics" of the whole hymn. 
BAOCH E 523-29 
1. As Winnington -Ingrate' remarks (cf. Euripidcs and Dionysus, p. 78) in the 
strophe we have a recital of his holy names. 
2. On this see Pickard-Cambridge, *Dith. Tr. Com., p. 7; for ALeupaußoc as a 
name of Dionysus see' RE 5.1, s. v. Dit yra os, 1204. 
l. Cf. also Wilamowitz, ' Tirnotheos Die Perser, Leipzig, 1903, p. 104s(Euri- 
pides'narrative songs) " ie den sogen. Dit yramben des Bakchylides am 
, nächsten 
kommen". These songs lack a prooemium which was a principal part 
of a cult-song: cf. K. Ziegler, Das Proömium der Werke und Tage Hesiods, 
ARW 14 (1911), p. 403. Neither Knoke nor Haldane examine the affinities of 
these songs with the contemporary dithyramb. Haldane calls these songs 
narrative hymns, not composed in accordance with the cult-patterns, since 
they are written for a different occasion. Knoke remarks that although 
IT 1234, Hel. 1301 and Alc. 570 are not actual hymns, they are similar to the 
-y 8? - 
Homeric hymns from the viewpoint that they narrate the itres-gestaeý of 
a god in epic style; he also remarks that there we do not find sacred 
forms, and he takes IT 1234 and, Hel. 1301 as embolima. 
2 Both Knoke and Haldane fail. to observe this function of our songs. 
Haldane believes that Euripides wrote them for their own sake, for 
entertainment, that his principal aim was to provide an interlude. I do 
not agree-with-this view. 
3. Kranz (Stasimon , p. 258) is probably wrong in stating that Hel. 1301 
and IT 1234' sie hat er... im engen Anschluss an die Hymnensprache sti- 
lisiert ". 
4. For their elaborate structure and style see the dissertation of 0. 
Panagl. 
5. See further the Survey on Chapter i, p. 440., n. L 
«YEIKOI YMNOI 
HIPPOLYTUS 1268-81 
1. Cf. Alcman 59, Ibycus 287, Korinna 654.111.18, and Hes. Th. 201. 
2. In this type of hymn the use of the personal pronoun Ts -a common 
feature: cf. in particular Hom. h. 30.3ff. and O. h. _34.11ff, where 
we find 
a series of sentences and. a repetition of the personal pronoun; in no 
example of this type, though, we find this fea ure at the very beginnin 
3. Cf. further Hes. Th. 204,121f and Eur. fr. 136N' (Androm. ) and fr. 431 N 
(Hipp. ). 
BAOCHE 416-432 
1. For this stasimon of. also'H. Musurillo, Euripides and Dionysiac piety 
(Bacchae 370-433), TAPhA 97(1966) 299-309. 
2. As des Places says (tcz. r@IZ! kZgA. G- . qu. A-) 
Po. v i. I 4%9 /, 
Appendice, Le vocabulaire religieux des grecs, s. v. 6ac', uty ): Le singulier 
et le pluriel ont evolue en sens contraire. 'A mesure qu' on s' 
eloigne 
d Homere, daimon au singulier perd deNplus en plus la valeur d' une 
personne pour se rapprocher du neutre. 
PATIEWS OF bYLIKOI YMUoI IN AES HYLUS AND SOPHC LEZ 
1. We have another, short eulogy of the Erinyes by Athena at 11.930ff, 
but this cannot be taken as hymnal in any sense. 
2. The song is not a narrative hymn; we do not have a divine narrative on 
Aphrodite herself. The purpose ofýthe song is not the legend but the 
legend illustrates the power of the goddess. For the use of such legen- 
dary examples see Menander, p. 401. 
-y8f- 
HYMNS OF DEVOTION 
IT 123-36 
1. Cf. Plato, 'Leg. 800c-d, and Dodds on Bacch. 68-70. 
ION 112-153 
1. For refrains in lyrics of Greek Tragedy cf. Gr. Chorus, p. 202: 
4they 
are copmaratively rare and the songs in which they occur often seem 
to have a rather close reldtion. to cult". Webster, however, does not 
include this song in his list, which follows. 
2. This has also been observed'by Knoke. We have two Magical hymns (13 
and 14) to the sacred laurel of Apollo ; cf. also Ma . h. 11.1. 3. For -yevETwp andnaTnp cf. Keyssner, pp. 21f. 
PHAETh N fr. 7 81 N2 
l. 'Cf. Menander, pp. 339f (one of the principal parts of the epithalamium 
is the praise of the god of marriage); and Proclus 320a: the epithala- 
mium belongs to the group of songs addressed to men, not to gods. In 
RE 9l, s. v. Hymnos, 163"we read-of this fragment: 'enthält einen Hymenaibs, 
zugleich Preis der Aphrodite' . 
2. For an examination of the ode and its various problems see J. Digole, 
Euripides Phaethoh , Cambridge, 1970, pp. 149ff. In my examination Of 





1. For a definition of the 'personification- in general of. A. M. Komorni- 
cka, 1"1etaphors, Personificat5ons et Comoaraisons dans 1' oeuvre d'Ari- 
stophane, Wroclaw - Warszawa - Krak w, 1964, p. 27. For the interpreta- 
tion of this phenomenon see A. C. Pearson, Verbal Scholarship_ and the 
growth cf some abstract terms. An inaugural lecture. Cambridge, 1922, 
pp. 23-26. 
2. These political and ethical powers or ideas, or any other powers or 
ideas, are not always personified, and thus, are not always proper names. 
Sometimes it is difficult to understand whether we have a common noun 
or a proper name on this see also J. Duchemin, Le personnagc de Lyssa 
dans l'Heraeles Furieux d'Euripide, REG 80 (1967), p. 131, and Webster, 
op. cit., p. 13: "In general it is probably true to say that with a few 
exceptions such as Themis, Nike, and Hygieia personifications of ab- 
stracts do not often persist with the same kind of permanent and deve- 
loping individuality as the Olympian gods, but are deified at moments 
of great and compelling emotion 
HIPPOLYVJS 1.370-73 
1. Hades is sometimes a synonym of Thanatos, 
2. Cf. also Duchemin, REG 80 (1967), p. 131f, on 
Atiaaa as a proper name. 
3. There is'no distinction of usage between 
cf. Fairbanks, p. 3. 
KRESPHONCES fr. 453 N2 
cf. Barrett on Hipp. 1366. 
Xi, aaa as a common noun and 
the form %aLäv and xcmýv, 
1. In a similar way Aristotle makes 'Apezä a beautiful maiden, cf. Bowra, 
CQ 32 (1938), p. 187. For some further examples of such an attitude of 
the poets see further Bowra, op. cit., p. 188. 
2. For this parody cf. Kleinknecht, pp. 91f. 
BAMIAE 977-81 
1. A similar kletic appeal, i. e. manifestation of the god not in front of 
the appealing persons, but somewhere else on earth, is the appeal in 
Eur. R. h. 224; see further above, p. 61. 
BA CCM 991-96 
1, See n. 1 on Bacch. 977. 
490- 
2. For the function of Dike as an avenging power'ef. RF 5. l, s. v. Dike, 
576. For this particular appeal cf. RE, toc. cit.: the Avooas mu=CS in- 
voked at 1.977 (although identified with tho Erinyes) are Dike's cit, - 
xoupoL)cf. also O. h. 62.4 (to Dike): tots a6Lxot, S ttUWP65" 
241E FORMULAIC END 
1. In Pho. and Or. this is also the exodos of the Chorus. In IT the oxc- 
dos starts some lines above. 
2. For the formulaic end of certain plays see on Ion 452, n. 19 and cf. 
further A. Xatsouris, The formulaic and of the Menandrean plays, AsIAnNH 
E' , Ioannina, 1976, pp. 243-255. Victory is also mentioned 
in the formu- 
laic end, of the Rhesus, but she is not personified there. 
ALESrIS 962-982 
1. Under2the name of'Aväyxn, TLXn is implied by Euripides: on this cf. fr. 
1022 N (inc. fab. ), and W. Nestle, Euripides. Der Dichter der griechischen 
Aufklärung, Stuttgart, 1901, p. 54. 
2. Cf. also A. Dieterich, Eine Mithrasliturgie, Leipzig und Berlin, 1010, 
pp. 59f: `Die Lehre von der'Avayxn ist ja schon von den alten mystischen 
Kulten Griechenlands ausgebildet". Ananke plays an important role in 
Magical Papyri: cf. Nilsson, Die Rel. in den griech. Zauperpapyri, pp. 90f 
, and Festugiere, L' ideal religieux des Grecs et 1'Evapgile, pp. 314ff. 
3. For the theme of our song and its relation to the Orphic theology, cf. 
Nestle, op. cit., p. 55 and n. 20: it must not necessarily be taken as in- 
fluenced by the orphic speculations on Ananke, since it is a common 
topic in Philosophy and Literature. 
4. Cf. further A. Dieterich, Über eine Szene der aristophanischen Wolken, 
Rh. M. 48 (1893), p. 283. 
HIPPOLYTUS 525-564 
1. In the ancient Greek centres of Eros - worship (Thespiae and Pariot, ) 
he was regarded probably not merely as the personification of human 
love, but as a physical and elemental force, a divinity of fertility: 
cf. Cults 2, p. 626. 
2 On this cf also RE 6.1, s. v. Eros, 495. For thetrvatment of Eros by the 
Lyric poets cf. Farnell, Greek Lyric Poetry, London, 1891, p. 426 : ýý.. " a 
youthful divinity ... conceived rather as a relentless deity, whose 
approach is full of terror to his victims: 
3. Cf. also Bacchy1. Dith. 16.30: a 6uauopo ä to acv', otov Eurloato. 
Such apostrophes are characteristic of the Euripidean odd see Stasimon, 
p. 180. 
4. This is a traditional motive for a god's power, see Keyssner, p. 83. 
5. This is another traditional motive for a god's power or functions, 
see Keyssner, p. 81. The epithet tüpavvoc is also found in Ma . h. 10.10 (to Apollo); the epithet xanboZXos, in Nag. 25.4 and 26.5. 
-ý9ý-ý 
Fr. 897 N2 
1.. This also becomes obvious by the use of öc at the beginning. 
AJ3` RACT P NIFICATIMS IN AFSUWUJS AID SOPHOCLES 
1. On Nyx see further Wilamowitz, Glaube I, pp. 2$3f, and RE 17.2, s. v. 
x, 1663. 
2. This also becomes obvious by the use of 6c at he beginning. It is 
a lyric with reflections. Cf. also Eur. fr. 897 N. 
3. Eum. 321 is a prooemium to the following Üuvos 6 oii os : cf. Pi. Nem. 
7.3. ff, and see above, p. 2. 
4. In OT 151 the Chorus address the ALoc catL. v at the beginning (a com- 
. non noun 
in the Oxford text); she is the same being as täUa addressed 
at the end*of the song, -with a different name (cf. also the Commentary 
of Kamerbeek, ad. loc. ). In El. 1066 they address 94a (a common noun 
in the Oxford text, which Jebb also accepts). According to the ML 3.2, 
2102 we must write ccua here, the established abstract personification 




1. The following four passages from our literary evidence are significant 
for this phenomenon: - Pi. 81.2.1: 'AvaCt, wöp i yycc at ivot., vvu 6cov, tw' 
I #I npma, triva 6 avbpa xcaabnoopcv; A. fr. 55 i ("Hn yot. ): 1oýýas At. oc 
uev upwtov wpatou y pov'Hpag -cc... tnv 6cuTEpav 6c xpädt. v ripwat, v vcp . 
Ar. Av. 881: xau `npwa6v opvt, cru xat, npwwv nat, oi.... Hom. h. 31.18: xXn*ow 
uCponwv yevoc ävbpWv nut. BEwv... Cf. further Herodt. 6.61,8.64, Thuc. 
2.74.2, Lycurg. Leocr. 1-2, etc. 
2. In the case of certain of these personages no cult is attested, but, 
for the Greeks, all these personages were conceived as semi - divine: 
they are between gods and ten (cf. RE 8.1,1111, Pi. Pyth. 4.58: ripocc 
avxýOcoL); cf. also Glaube ii, pp. 8-19.2": yth is one of the essential 
elements of the cult of a god or a hero (cf. RE 11.2, s. v. Kultus 92119), 
and all these personages are associated with a myth. 
3. In their life- time the heroes were the first and best among men (cf. 
RE 8.1,1111). After their death they became immortal and had a cult 
Tf. HC, p. 15). The hero in the Greek religious sense is a person whose 
virtue, influence, or personality was so powerful jr. his life- time 
or through the peculiar circumstances of his death that his spirit 
after death is regarded as of supernormal power, claiming to be reve- 
renced and propitiated (cf. HC, p. 343). For the fifth cent. audience 
most of the"dramatis personae" belong to the class of the semi - di- 
vine heroes. On the other hand, the Greeks of that time were familiar 
with songs praising mortals still alive: on this phenomenon see the 
following chapter. 
4. For these songs cf. S. and A., pp. 273-85. 
5. For this song see A. Turyn, Pindari Carmina cum Fragmentis, oxford, 
1952, pp. 350ff, and Gr. Chorus , pp. 103f. for Hercules 
in Pindar see 
Bowra, Pindar, p. 48. 
6. The Greeks prayed to their heroes, because they believed that they 
could help, or even harm them (cf. RE 8.1,1112f). 
AL S T15 435-75 
1. See further L. Weber, Zu Euripides Alkestis v. 435ff, PhW 52 (1932) 
508-512, and T. B. L. Webster, The tragedies of Eurio; des, p. 50. 
ALAMT. $ 569-605 
1.0n this motive of. Racchyl. 2.5.50ff : 
oXSt, 
oS wmvt BcoS VOLOv tC 
xaXwv e.. opcv aüv -r' cx , 4; Xwt, ivXat, 
a; vcov 8t, wt&v bt. rst, v. 
2. Cf. also Wilamowitz; Gr. Versk. p. 453, n. 1: "Der oi, xos ist das Haus als 
Familie" 
3. For this Euripidean technique see H. Parry, AJPh 86 (1965), p. 363; this 
is also a Pindaric technique in the Epinikian odes, see Bowra, Pindar, 
p. 290. 
HM = biß E'S 348-441 
1. In the Oxford text we read äc, A vov ; W'ilanowitz prefers 
at Xt. vov, which 
, 
is a ritual cry (cf. Gr. Versk., p. 28 and his Co=entary, p. 84) ; it is 
-. 93- 
also found in A. A . 138, Soph. Ai. 627, Eur. Or. 1395. On the other hand 
Xuvos is a song (cf. I1.18.570 with the Sc-ho-1. ad loc. and PMG 880), as 
is the case with other songs which take their name from gods or mythi- 
cal personages, as'YuevaLoc, Hatäv, etc. (cf. P. Maas, üunv, vunv, Phiibol. 
66 (1907), p. 594, n. 14, and Fairbanks, p. 8). For an emendation of this 
passage to A Auvov... (PoLßos 'LaXet töv xaXXILc0vzov see C. M. J. Sicking, 
Euripide, Heracles 349-350, Mnemosyne 9 (1956) 144. 
2. Cf. Wilamowitz, Gr. Versk., p. 243. 
3. Our song, though not included in the list of the dithyrambic stasima 
of Kranz, belongs to the same type as them, as far as its content is 
concerned'(cf. Stasimon, p. 253: die LaTopLai. ). 
4. For the refrain in our song and its similarity with two Aeschylean 
lyrics see Wilamowitz, *Gr. Versk. jp. 243, id. Timotheos, p. 102, and his 
Commentary, p. 80; cf. further Gr. Chorus, p. 202: "In tragedy refrains are 
comparatively rare, and the songs in which they occur often seem to 
have a rather'close relation to cult, such as the Binding song in the 
Eumenides, the hymn to Herakles in the Hercules and the maenad choruses 
in the Bacchae: 
HH; CULL ' F[R II'S 673-700 
1. On this see also Parry, op. cit., p. 364='Hercules is lauded with an extra- 
vagance which suggests a hymn in honour of a god: 
RHESIB 342-87 
1. In cases similar to this one an ent. ßatnp, os Xcyoc was uttered, accord- 
ing to Menander(p. 378)s ßouX icvos npoacmviaat.... xaL äpxovta ent. atav- 
ta Tn tcXct 
2. Cf. Menander, p. 378: ovxoüv ev TovTOL9 aRaaL to npoo6PLov Ex iCPLXapCt. as 
cuO6S" As Kranz remarks (cf. Stasimon, p. 264) our prooemium sounds like 
archaic choral lyric. 
i 
HYMNAL SON(H TO HEROES INAESCHYLUS AND SC 1IOQ. 1 
1. For Pelasgos as a hero with cult af. HC , p. 17, n. b) for Agamemnon cf. op. 
cit., pp. 321f. 
2. The fact that this prayer is solemn is rather due to the moment it 
occupies in the play. On the other hand the Athenians had an especial 





1. For the enkomion and the epinikion see Smyth, lxxv-xcv, Gr. L. P., p. 8, 
Harvey, pp. 163f. The partheneion also falls to this category, cf. Smyth, 
cxxx. 
2. Cf. Fairbanks, p. 65: "The choral hyrn to the gods was transferred from 
the worship of the gods to the praise of men'j RE 18.2, s. v. Paian, 2353f 
(Der Paian auf Heroen und Menschen). 
3. In Aristophanes also we find parodies of the prayer - style in ad'41.0es- 
sing mortals, cf. Kleinknecht, p. 77. 
4. In Greek cult various gods are associated with animals: on this see 
Glaube I, pp. l41ff (Tiergestalt). 
5. For this song cf. E. Fraenkel, Some Notes on the Hoopoe's song, Ernos 
48 (1950) 75-84. 
6. The Motaa XoXpaLa in this song is the nightingale, cf. Sifakis, Para- 
basis and animal Choruses, p. 59. 
7. Some further lyrics of this type, with hymnal features, which, though, 
cannot be classed to the various types of hymnal songs as examined in 
the present work, are Soph. Phil. 1146, Eur. IT 1089, Pho. 1515. 
8. I have not been able to find a copy of R. F. Stampfli's Dissertation, 
The Dramatic function of animals and animal imagery in the tragedies 
of Euripides, Diss. Vanderbilt Univ. Nashville, 1971. 
SUPPLICES 42-70 
1. Collard in his Commentary observes that the parodos of the play has 
a hymnal character, though addressed to a mortal, and he quotes two 
examples fro. a Tragedy where the parodos is an actual hymn (Eur, Bacch. 
Soph. OT). 'On this cf. also öeeow) p. 4Sy. 
HELENA 1107-1121 
1. This has also been observed by Kannicht in his Commentary, p. 281. 
2. For a detailed analysis of the ornamentation in this lyric see Earp 
(The style of Aeschylus), p. 78. 
HYMN-M, S ONCE TO 1I TAIS IN AES QIYLW 
1. In the preceding lines we have an appeal to the undrworld gods to send 
Dareius' soul above (this appeal has been examined in Chapter II). 
2. On this cf. Taplin, (The Stagecraft of Aeschvlus), p. 115: 0the use of 
hymn forms helps to establish Darius in the play as superhuman and god- 
likey . 
3. On this cf. RE. Suppl. 4, s. v. E inhanie, 281 ; W. Headlam, Ghost - raising, 
magic, and the underworld, CR 16 (1902). 52-61.1,, Taplin, loc. cit., and the 




1. For the personification and deification of places see ML ii. 2, s. v. 
Lokalpersonificationen, 2074ff; cf. in particular the chapter 'Erde, 
Länder, Inseln, Ortschaften (2081ff); Hamdorf, Criechischti Kultperso- 
nifikationen, pp. 25ff. 
2 Nevertheless, the EyxwpLov 'ronov is a secular song, a non- religious 
song. On the other hand Pi. Hymni fr. 29 shows the close relation between 
hymns and the Eyx ipl, ov x6nou. 
3. HF 781 and Bacch. 105 are demands rather than prayers. 
HF 781-84 
1. Rivers were often personified or deified cf. Cults 5, pp. 420ff and 
Hamdorf, op. cit., pp. l0ff. 
2. Springs also were often personified or deified; cf. Cults 5, pp. 420ff. 
I EA 824-45 
1. For the qualities of imagery in this song see Barlow (The Imagery of 
Euripides) , p. 36. 
PHHOENISSPE 638-75 
1. The song is analysed in detail by Panagl (Die" dithyranmbischen Sta- 
simaýdes Euripides), pp. 165-191. 
2. Cf. also Pi. Hymni fr. 29. 
3. For a discussion of this myth cf. Wilamowitz, Gr. Versk., p. 281. For 
the affinities of our song with another Euripidean ode (Bacch. 519) 
see M. Arthur, The choral odes of the'Bacchao' of Euripidesr YC1S 22 
(1972), pp. 172f. 
PIIOi TISSAE 818-32 
1. The city is praised through a mention of certain famous personages of 
the past; cf. Menander, p. 353: 6evtepoS 6' äv etn t ntoS o tot, ycVOUS 
xaXoLuevoS, 6LaLpei. taL bE ei, S oLXLat&S, C ILS tovS otxneavtac... Cf. 
also Pi. H mni fr. 29. 
LYRICS ADDRESSED TO PLACES IN AESCHYLUS AND SOPHOCLES 
1. Cf. also Sup21.23ff, addressed to icX ,y, Xcuxöv 
JSwp and various 




IS OF 717. NATURAL \\Oß1 - PHYSICAL CX C EP1'S 
1. See further Cults 5, pp. 415ff, Hamdorf, op. cit., pp. l7ff. On the other 
hand such, elements or concepts played an especial role in Greek Philo- 
sophy and Greek life: cf. Glaube I, pp. 134-259, passim; Kern, Vol. II, 
p. 292 CAls göttlich Wesen hat er -i. e. Gorgias - so auch Sonne, Fond, 
Flüsse, Seen, Wiesen, Früchte und 'alles Ähnliche' aufgefasst' ); cf. 
also Pfiffner, p. 42, on the use of 'Erde und Licht' by Euripides. In 
the Orphic collection we also find hymns to such elements or concepts 
(cf. 0. hs. 3,4,5,7,8,9,10, etc. ). 
2. See also on Med. 1251, p. 130. 
3. For the function of apostrophes in general to objects and phenomena 
of nature cf. A. P. Wagener, Stylistic Qualities of the Apostrophe to 
Nature as a Dramatic Device, TAPhA 62 (1931) 78-100. 
IIERACLIDAE 748-769 
1. For the use of these elements by Euripides see Pfiffner, p. 42. 
2. Kranz (Stasimon, p. 306 = S. 186) believes that the Chorus refer to the 
throne of Athena in Olympus and not to her temple on the Acropolis. 
CRESMS 174-181 
1. In 0. h. 3.6 (to Nyx) we read 
2. For this and similar epithets 
Hypnos is the son of Night. 
FSr. 839 NZ 
Xr18op4i. iv' ... novwv 
avaiEauat v 
cXouaa. 
cf. Keyssner, -p. 123. In lies. Th. 758 
1. Cf. also P. Masqueray, Euripide et ses idees, Paris, 1908, p. 198. In fr. 
941 N (inc. fab. ) Euripides speaks of aether and earth again, as ele- 
ments of the natural world; in this fragment he calls aether Zeu and 
takes it as a god. Cf. also Eur. fr. 8772N2 (inc. fab. ) and A. fr. 70N (f: e- 
liades). For the content of our fragment cf. also A. fr. 4uN2 (DanaideT. 
In our fragment earth and aether are not proper names. This becomes 
obvious by the content itself, although in the philosophical thought 
of Euripides such elements can be thought of as göttlich Wesen ". 1 see 
above, n, 1 and Pfiffner, p. 42. 





INDEX OF PASSAGES DISCUSSED 
Aeschylus 
'. 146-155 P. 103 Sept. 104-107 P. t36 
160-183 p . 211 109-180 p"L ij 
355-372 p. 3i3j 11 481-85 p. J36 
773-781 p. 35T 626-29 P, i 3c 
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3 93 
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